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From the Huntington Avenue entrance the stairway leads 
to the chief galleries of all the departments except that of 
Prints. The galleries of Prints occupy the eastern half of the 
ground floor of the Evans Building, entered also from the 
Fenway. 

On the main floor the galleries of Chinese and Japanese Art 
and of Western Art are reached directly from the Rotunda on 
either hand. The galleries of Paintings are reached through 
the Tapestry Gallery, opening opposite the stairs. The galleries 
of Egyptian Art and Classical Art open from the end of the 
right-hand (Coptic) corridor. In all these departments the 
exhibits are arranged chronologically as far as practicable. 

The Library is over the main entrance. In recognition of 
the gift of its fittings in memory of the late William Morris 
Hunt, it has received the name of the William Morris Hunt 
Memorial Library. The books are not from Mr. Hunt’s library, 
but are the collection gathered by the Museum during the 
past forty years. The pictures and tapestries on the walls are 
also from the Museum collections. The Library stack is not 
open to visitors. 

The William Morris Hunt Memorial Gallery, containing 
paintings and drawings by Mr. Hunt, is over the Library, and 
is reached by the elevator at the right of the entrance hall. 



The Museum is open free to all every day in the year, ex- 
cepting the Fourth of July. Thanksgiving Day, and Christmas. 
Hours on weekdays. 9 A. M. to .5 P. M. (Koveinber 1 to 
March 1. 4 P. M.); Sundays 1 to h P. M. Children under 
ten years of age are not admitted unlc^ss accompanied by 
an adult. 

The doorkeeper will check canes and umbrellas, also when 
possible cloaks and j>ackages, without charge. 

At the Sales Office, to the right after passing the turnstile, 
the publications of the Museum and photographs of objects 
may be purchased. A Visitors' Book for the entering of 
names will be found on the desk. Comments and suggestions 
will be gladly received from visitors. The use of a wheel 
chair in the galleries may be obtained without charge on 
application here; with an attendant the charge is §1.00 per 
hour. Apply here also to see any officer* of 4jfie Museum. A 
public telephone will be found here, and the City Directory 
and Railway Guide may be consulted. 

The Restaurant in the basement of the Japanese wmg, 
reached by the corridor to the left from the mam entrance, 
is open to visitors from noon until 4 P. M. (a hot lunch from 
noon to ^ P. M.) daily, excepting Sunday. 

At the branch telephone exchange at the end of the corridor 
to the left from the entrance hall stami>s may be obtained and 
letters posted. 

The public lavatories are reached from the transverse corridor 
back of the main stairs (women to the right, men to the left). 

All articles are received at the business entrance, reached 
from Huntington Avenue by the pathway west of the Museum 
building or by the driveway beyond the School building. 

DOCKNT SERVICK 

Upon request representative of the Museum will accompany 
visitors in the gallerie for the explanation of exhibits. For 
appointments apply at the office of the administration (./ in 
Plan on back cover). 

For talks and special guidance on Sundays consult the 
Bulletin Board at the Huntington Avenue entrance. 
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EGYPTIAN ART 


T he collections of the Egyptian Department offer 
ta the visitor ample opportunities for the study 
and enjoyment of Egyptian Art. The nucleus 
of the collection is the portion known, from its donor, 
as the C. Granville Way Collection, which was pre- 
sented to the Museum in 1872. Liberal gifts from 
private individuals, the returns from contributions to 
the Egypt Exploration Fund and the Egyptian Re- 
search Account, and the finds ” of the several suc- 
cessful expeditions which the Museum has sent into the 
field, have since then greatly increased the collection. 

Egyptian art is, through its long course of nearly 
five thou.sand years, the continuous expression of the 
creative spirit of a single race. This race, homogene- 
ous and strongly individind, both in its physical char- 
acteristics and its culture, gained during tlie first of 
those five millenniums a perfect mastery over the hard 
materials of the earth, and worked out thereafter one 
of the two great civilizations of the ancient world. 
Egypt in the south and Babylonia in the east, power- 
ful in their influence on tlie classical world, represent 
the sources of our modern culture. 

Handicraft is but one iihase of culture. Its products, 
the only tangible remains of the early life of the 
Egyptians^eHibody for us the characteristics of the race 
and the culture. It is from these products of the 
■iTarKiicrafts that we must build up not merely our 
knowledge of the technical methods of the Egyptians, 
but also the interpretation of their intentions and of 
their appreciation of those objects which appeal to our 
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as masterpieces of art; for it is to be distinctl.v 
borneNit^mind that the study of Egyptian art must be 
approached from a strictly historical standpoint unham- 
pered by modern ideals. So only can it be fully under- 
stood and appreciated. 

The land of Egypt is a long, narrow valley of extra- 
ordinary fertility, lying between two rocky deserts. 
The valley owes its life to the Nile annually bringing 
down from Central Africa and the Abyssinian hills a 
rich silt, and saturating the soil with moisture. The 
climate is that of the dry desert. But neither climate 
nor landscape is so monotonous as seems at first sight. 
The desert is not a waste of sand, but a high plateau 
of rock broken by hills and ravines, and crossed by the 
fiercest of wind storms. The seasonal changes are 
marked. The effect of climate and landscape on the 
character of a race is an intangible thing, difficult to 
estimate and easy to exaggerate. But the effect of the 
conditions of life forced on the inhabitants by the 
physical character of a country is a thing which may 
he calculated with a certain amount of precision. In 
Egypt agriculture, cattle raising, and shipping are all 
predetermined as the earliest elements of life. So also 
the architecture was dependent on the simple necessi- 
ties of the climate and the available materials — reeds, 
wood, mud-brick, and stone. The other natural re- 
sources, hard stones, metals, and other minerals, are 
bound in turn to stimulate the growth of technical 
skill and to influence the conditions under which the 
culture develops. 1 he river furnishes the constant 
easy means of communication which always permitted 
the distribution of products and of knowledge, and 
maintained the homogeneity of race and cil nure during 
all periods. The deserts on each side prewntcd 
rise of any power near enough to threaten the national 
character until it had reached its highest forms. 

in this isolated, unchanging, and life-sustaining 
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environment, we find at the earliest dawn ( 
history a race of almost neolithic savages 
living in a tribal state by means of agricul- 
ture, hunting, herding, and simple handi- 
crafts. The weapons and implements are of flint and 
stone. Woodcarving, basket-making, tanning, and 
pot-making are fully developed. The products of all 
the handicrafts show the same characteristics which 
mark Egyptian art as a whole — |«itience and courage 
in treating the hardest materials, simplicity and sense 
in the selection of practical forms, a facility in catching 
the characteristic lines of animals, and a love of finish. 
More than all this, the products of these primitive arts 
show a devotion to utility which was never lost. In 
this early period we see the beginning of Egyptian art 
and Pigyptian technique. The methods of working the 
stone rnaceheads, vessels, and slate paint-palettes in 
animal forms are essentially the same as those employed 
in the reliefs, statuary, and stone vessels of later ages. 
The beginning of drawing, painting, and ornamenta- 
tion are found in the line drawings on the iiottery, the 
white line decorated pottery, and in the basket-work 
patterns. 

The first advance was brought by the g q, 
invention of copper working, probably the “ ^ 
greatest of all discoveries in its effect. 

Within a few hundred years at most, after the in- 
troduction of copper weapons, the Egyptian tribes 
were forced into a political union under an absolute 
monarch. The use of copper implements, the dis- 
covery of beds of minerals, the invention of the stone- 
borer and_T*re bow-drill, the development of a canal 
system.,, the invention of writing for administrative 
■purposes — all contributed to a great na- 3000 B.c. 
tional prosperity, whose resources were at ^ 

the disposal of a single royal family. In 
the service of the needs and of the ostentation of this 



4500 B. C. 
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farnr’';! the old mud-brick architecture was transposed 
into stc'e architecture, while painting, sculpture, and 
all the handicrafts were developed to their highest 
point. Thus during Djnasties IV and V Egyptian 
culture in all its phases, including art, reached its 
culmination. So far as technical methods are con- 
cerned, the Egyptians learned little after this period 
except glass-making. The canon of proportions, the 
rule of frontality, all the usual compositions were fixed. 
The different orders of columns, the square pillar, the 
palm, the nymphaea caerulea, the nyinphaea lotus were 
all in use, as well as the true vault, the barrel vault, 
and the corbel vault. 

1600 B C. After this culminating period the products 

12 B C Egyptian art vary in number and beauty 

with the varying economical and political 
conditions of the country. But the techni<|ue remains 
the same, and the old excellence is seldom equalled 
and never exceeded. The great changes came in tlie 
New Empire, when contact with Asia, the Mediterra- 
nean Isles, and the east coast of Africa brought in new 
subject-matter — tlie horse, battle scenes, new animals, 
new plants, strange men. The greatest change of all 
came in the time of Akhenaton (,\menophis IV), as a 
reflection of the religious reform made by that monarch. 
But here again the change was due to subject-matter 
rather than to any modification in the character of 
Egyptian art. The art was always practical and real- 
istic. The physical type of the god-king had always 
been the ideal type. The use of the degenerate form 
of Akhenaton as the ideal type startles us, but is only 
in conformity with olden practice. So alsi’Jhe relaxa- 
tion of court forms and dignity under tliis strange n;an 
■s faithfully represented in the reliefs quite in coii^ 
formity with the rules of the old art. Thus it is that 
the return of the old established social and religious 
order under Dynasty XIX brings back the old forms 
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ol the art. In fact, the whole work of Aldji^Iaton 
appears more a question of political econqifics than 
of religion or of art. That king, far from being a 
religious dreamer, was a politician who felt the closing 
grasp of the Amon priesthood on the monarchy, and 
attempted to break the financial power of that priest- 
hood. He failed, and the succeeding dynasty saw 
the domination of the priestly power over B p 
the monarchy. The foreign possessions gg ^ P 
were lost. Egypt fell a prey first to the 
mercenaries brought in by a feeble, cruel, and avaricious 
priesthood, and then to foreign conquerors, Ethiopians 
and Assj'rians. In 663 B. C., for the last time, a strong 
native monarchy was reestablished under Psammetic 1, 
and Egypt turned with enthusiasm to the forms and 
ideas of Egypt of the Old Empire, Egypt of the period 
of the culmination of its culture. When the old priest- 
hoods were revived and the old titles of honor, whose 
functions were forgotten, then also the old monuments 
were copied and imitated, but with a certain sweet 
delicacy, a certain effeminacy and aestheticism which 
were happily lacking in the old art. 

This renaissance period ended practically with the 
Persian conquest in b'io B. C. Egyptian culture clung 
tenaciously to its fixed forms through the Ptolemaic 
period (332—30 B. C. }and the Roman period (30 B. C.- 
300 A. D.). It lost its identity' with the introduction 
of Christianity. The last stand made by civilized 
paganism against Christianity was in the Isis Temple 
at Philae, where the services were maintained as late 


as the fifth teiUury after Christ. 
X‘ 


THE DIVISIONS OF EGYPTIAN HISTORY ARE 


1. PredymuttU: Period. About 4500-.‘i:i00 B. C. 

2. Parly Pyuiistir Perind. 3300-3000 B. C. Dynasties I and II. 

3. Old Empire. 3000-2400 B. C. Dynasties III-VI. The 


great culminating period. 
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4. i^^^^termediate Period. 240()-i?100 B. C. Dynasties 
VT^X. Political disunion and economic depression. 

6. Middle re. ^100-1700 B. C. Dynasties-XI-XIII. 

6. The Hyksos Period. 17(M»-16<K) B. C. Dynasties XIV- 

XVI. Disunion and subjection to foreigners. 

7. Neio Empire. 1700-1':?00 B. C. Dynasties XVII-XIX. 

Period of political and religious organization. Economic 
prosperity bastal largely on foreign conquest. Great 
architectural activity. 

8. Late Period. B. C* Dynasties XX-XXV, Dom- 

ination of Amon priesthood. Usurpation of Libyan mer- 
cenaries. Conquest of Egypt by ^Ethiopia and Assyria. 

9. PenaisHance. B. C. Dynasty XXVI. 

10. Per.sian Period. B. C. Dynasties XXVII— XXX. 

11. Ptolemaic Period. 33:^-30 B. C. 

L2. Roman Period. 30 B. C.-394 A. D. 

13. Byzantine ((Joptic) Period. 391— 638 A. D. 

14. Moslem Period. 638 A, D. to present day. 

The following list of books is made for the convenience of 
visitors who wish to become acquainted with the more im- 
portant features of ancient Egyptian history and art. The 
books are all of them in the Museum Library, where they are 
accessible to the public. The visitor will find many other 
publications in I'rencli. German, ami English in the Librar\ , 
as W'ell as a great number of photographs. 

K. Baedeker (Editor). Egypt. "2 vols. , dealing with Upper 
and Lower Egypt. 

Egypt Exploration Fund, Atlas of Ancient Egypt. 1894. 

W. M. Flinders Petrie and othere. A History o/ Egypt. 

J. H. Breasted, A History of Egypt. 19l)o. 

G. Maspero: The Hawn of Cirilization. 1894. The Struggle 
of the yathms. 1896. The Passing of the Empires. 1900. 
Manual of Egyptian Archaeology. 1889. Translation 
from the French by A. B. Edwards. 

A. Erman. Life in Ancient Egypt. 1894. Translation by H. 
M. Tirard. 

Jean Capart, Prlmitice Art in Egypt. Translated by A. S. 

Griffith, 190o. with revision by the 
W. M. Flinders Petrie. Egyptian Tales. 2 vols^ An English 
adaptation of the ancient stones translated mtqFrench 
by Maspero. ^ 



PREDYNASTIC 


9 






Ipt- 




iim 

09 


Iffia:'#. 


Implfmfnfx. Jurelrii. etc. PmliiiKistir 

The collection of objects Irom the predynnshc period 
is- small but fully characteristic. The beautiful chip- 
ping ot the flint weapons and iinpleinents. tlie wonder- 
ful finish of tile stone inace-heads and vessels, shi-« the 
highest technical skill attained by neolithic iiian, d’lie 
copper harpoons, imitating in form the bone harpoons, 
are among the earliest e.xamples of metal work found 
111 Egypt. ,s — 



EGYPTIAN" ART 


lO 




[Vhite Line Decorated Pottery 


4 

Predynastic 


The pottery vessels of red-bumished soft brown 
ware, decorated with drawings in white or j-ellow 
lines, belong to the early predynastic period. They 
are contemporaneous with the flint implements. The 
drawings show the very beginnings of the art which 
produced the later paintings and painted reliefs. 



Red Line Decorated Pottery Middle Predynaetic 


The pottery vessels of hard, fine, pink ware, decorated 
with drawings in red lines, are characteristic of the 
copper period , and mark a decided improvement in the 
material used in the pottery. The-color of the line 
drawings has been changed from white tl^^ed to obtain 
a contrast with the lighter background, 'fir^gymbols 
introduced m the standards on the boats are the^wlT' 
bols used later to designate the deities of the tribal 
nomes, and they represent the very beginning of the 
invention of hieroglyphic writing. 
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Portrait Statue in ]Vinnl of Senetiein-ih-Mehy Dynasty \'I 
From (iiza 

This been eoiiipared in artistic quality 

with tluvOynasty I\' statue of Sheik-el-Beled ' m the 
('ail>’’^uscLini, which is the iiuist t'aiiious wood-can iii^ 
Ironi Ancient Kgypt. 

’ A cast of this statue may be seen in the Study Series on 
the ground floor. 
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Gold nnd Fa'ienre Xefklare of Im-Thepy Dynasty VI 

This unusual necklace was found in the tomb of 
Im-Thepy at Giza. Other objects from his tomb, 
including bis inscribed alabaster head-rest and copper 
sacrificial vessels, may be seen in the same case. His 
wooden coffin is on exhibition in the Study' Series. 




Colored Statuettes of Ptah-khenuwi and 
his Wife Dynasty V 


This pair statue of a common priest of Dynasty V’ 
and. his wife is exactly like tlie slate pair on page I 7 in 
grouping and attitude. It was found in the statue 
chamber of the mastaba of Ptah-khenuwi in the ceme- 
tery of the priests of Cheops. In Dynasty V the 
funerary priests, of Chco])S utilized the streets and open 
places of tlie royal cemeterv as sites for their own 
tombs^ '^Ptah-khenuwi was one of these, and Ins statu- 
show the impul.se given to private art by the 
execution of the great masterpieces of Dynasty IV 
sculpture. The man who made this pair statuette had 
almost certainly seen our Mycerinus statues and had 
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perhS>(Worked as an apprentice with the Mycerinus 
sculptorsS. The statuettes were intended for portraits, 
as was retired by the purpose which they served. 
The stone is limestone. The conventional colors sliow 
the finished aspect of all Egyptian statuary, and make 
us realize how fortunate it is tliat the color has been 
lost from our great masterpieces. 



J*nrtr<iit fftidd of lAmeslotte 
I>yiw:tty I' 


The small head ot lime- 
stone (iJ'S niches high) — 
throughout the Old Empire 
this material wa.s greatli 
favored by the sculptors — 
shows well the climax reached 
by the artists of the Old Em- 
pire in making small portraits. 
The face is that of a man in 
middle life, and shows an 
ordinary, matter-of-fact per- 
son, fairly well conditioned, 
and viewing the world giaid- 
naturedly . The t,\ pe of head 
is totally different from the 
patrician of the IV Dynasty 
shown on page yti. The 
earlier portrait is clean-cut 
and aristocratic; this small 
head is that of some man 
one can easily imagine to 
have worked "Sss.'.way up from 
the ranks. 
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Magical Set of Cheops Dynasty I V 

Sets of magical implements have often been found 
in graves of the Old and Middle Empires. The set 
found in the Valley Temple of Mycerinus consists of 
dummy vases and a flint implement called a peseshkef- 
wand, bearing the two names of Cheops. This wand 
applied to the lips of the dead man enabled him to 
speak and recite the magical formulas necessary to a 
happy future life. The objects of this set furnish a 
striking example of the wonderful power over hard 
stone possessed by the workmen of this period. 


Ceremonial Stone Vesseh 


Dynaefy IV 

In the predynastic period stone vessels were very 
rare, because of the labor iiivohed in hand earvinji and 
the difficult}' of getting suitable blocks of stone. During 
Dynasty I, when the use of copper imiilements had 
come to its full effect, stone vessels entirely replaced 
the fine pottery vessels, undoubtedly owing to the 
opening of the quarries and the invention of the 
weighted stone borer. In Dynasty HI vessels made 
on the potter's wheel apjiear fur the first time, and 
in the succeeding dynasties tlie wheel-made pottery 
vessels replaced the stone vessels in daily use. But for 
many purposes stone veiscls as objects of luxury still 
continued to be made, especially ns ceremonial \essels 
for the graves of kings and nobles. 'I'he series of 
ceremonial stone vessels from the Valley Temiile of 
Mycerinus show the great variety of stones at the 
command of the artisans of Dynasty IV — alabaster, 
several kinds of limestone, diorite, syenite, granite, 
basalt, porphyry, slate, crystal, and brecchia. The 
outside appears in all cases to be formed and finished 
by hand. Some of the undressed vessels show a 
pounded surface similar to that of the unfinished stat- 
uettes. The inside was bored out with the weighted 
stone borer or by the copper cylinder borer, though 
certain parts were rubbed out by li^d. A few ot 
these vessels which bear the names i^ earlier kings, 
and some others w hich are of archaic form.'i^^tM'e prob 
sb4' taken trom the temples of earlier tombs. 
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t^liife Groitp • ^[pcfriinfs (inJ Itis Qiiffn Jhjnnafy IV 

I'he collection of Old Enipii’c sculpture conics from 
the excavations of the Egyirtian expedition sent out by 
Harvard L ni'crsity and the Miiscuiii of Fine Arts. 
This expedition worked diirinirthe period IfKI.) to 1910 
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^at the pyramids of Giza, and was especially successful 
iii the, excavation of the temples attached to the Third 
Pyramid, built by Mycerinus about 2800 B. C. Halt 
of the statues found became by law the property of the 
Khedivial Museum and half are now in the Museum 
of Fine Arts. The importance of these statues for the 
history of Egyptian art lies not merely in their beauty, 
but also in the fact that they are the first masterpieces 
of the great creative fourth dynasty to be dated beyond 
dispute. They have enabled us to remove the un- 
certainty regarding the date of the royal statues of 
Chephren and to identify the Sphinx as a portrait of 
Chephren. The unfinished statues show the technical 
methods of the Egyptian workmen, and the finished 
statues reveal the artistic intentions and the ideals of 
the master-sculptors. 

All Egyptian sculpture, both statues and reliefs, 
served a purpose which to the Egyptian mind was per- 
fectly practical — one may say, utilitarian. The whole 
race believed in a life after death, a ghostly duplicate 
of life on earth, but with added necessities and dangers. 
The statues were intended to be exact facsimiles of the 
man to furnish an abode for the soul. The reliefs were 
intended to provide his soul with spirit-food, spirit- 
drink, and spirit-clothing. Consequently, the whole 
sculpture is pervaded by an exact, painstaking realism. 
This realism, commanding the wonderful technical 
skill of the Egyptians, produced the exquisitely modelled 
portraits now in our collection ; but, on the other hand, 
hampered by the crudeness of the Egyptian sense of 
color, the same realism demanded that this fine model- 
ling should be covered with simple, conventional colors. 
\\ hen finished so as to fulfill the desired practical 
magical purpose, both statues and reliefs planted a 
crude, gaudilv-colored aspect which robbed them of 
much of the beauty which the uncolored stone now has 
for modern eyes. 
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pnrf of ^lafe Orovp : Miirfirhins mtd //l.‘t Qitffn 
JtpiKlxly / P 

I'lif slate pair, represfiitiiiir Myceniius and the 
(Jiieen, is tlie fintst exainjde of K^\ jitian portraiture 
111 the Museum. In all the world, it is rivalled onli 
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by the diorite statue of Chephren in the Cairo Museum. 
The face of the king alone has received the final polish- 
ing and the coat of color of which traces may still be 
seen, especially about the ears. The rest of the two 
figures is more or less unfinished, in siiite of the fact 
that the modelling appears so perfect. The royal uiaeus 
on the forehead of the king is wanting, yet the iiersonal 
qualities of the face are sufficient to convey a strong 
impression of royal dignity anil consciousness of power. 
The queen's face is of rare womanly loveliness. We 
are, undoubtedly, looking at the living faces of a royal 
pair, 



The Slate Growp as Found 



old empire 
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Sf'tifft/ StufKt'tff nf Mt'ryt-Aki'f-Xt‘xiif, Sifpf'rhifrnfft'nt *>/ the 
lioyttt (jiifiteiie. htnuti’ly P. Fritin (tlzff 

A portion of the m.'istaha in wtiieli this statue was 
found, oonsistinuf of a wall of the outer ehainher with 
the doorway to the inner ehaniber, is installed behind 
it in the gallery. 
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Head of Alabaster Statve of ilyrerhius hynnsty lY 

The large alabaster statue of Mycerinus is in a frag- 
mentary condition; but the remarkable workmanship 
of the parts preserved stamps it as the greatest known 
masterpiece of Egyptian sculpture. It was completely 
finished, but fortunately the traces of the black beard 
and hair are all that remain of the coloring. The 
modelling of the knees is anatomically perfect. The 
face presents a version of the Mycerinus face, slightly 
diflerent from that of the slate pair. It is either the 
work ot a different artist or the face of Mycerinus at 
another period in his life. There are also two versions 
of the Chephren portrait with a similar difference. 
This statue was worked from a single block of alabaster 
taken from the Hat-nub quarry. 
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Alabaster. Head of Shepses-kaf Dynasty IV 

The head of the crown prince, showing the soft im- 
mature features of a boy, is fully equal in its exquisite 
modelling to any of our great masterpieces. The face 
is singularly like that of Mycerinus, and might even be 
taken for a portrait of the youthful Mycerinus. But 
the custom of placing statues of the sons, especially 
of the crown princes, in the tombs of their fathers is 
well known ; and it is therefore more probable that this 
head is from a statue of the crown prince Shep-ses-kaf, 
the successor of Mycerinus. 
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Vnfinkhed Statuettes of Myrerinus Ityuasty /I’ 

^VheIl Myoei'iiuis iliccl, tlie Tliircl Pyramid, the tem- 
ples, many nf the statues, and tlie stone vessels were 
untinished. Shep-ses-kaf, younjf, harassed hy rivals 
and anxi(ais about Ids own tomb, eomjjleted hastily the 
pyramid of his father, and placed the statues fis they 
were in tlie temples. 'I'lius we have a series of un- 
finished statuettes of Mycerinus siiowing us six staffes 
m the carving of a statue. 

The rough blocking has manifestly been done by 
sawing, bruising, and rubbing. The artist has marked 
the statues at eacli stage with red lines to guide the 
workman. 'I'he later stages have been worked mainly 
liy rubbing. The fifth stage shows a vvell-inodelled 
portrait of the king lacking only the final polish. 

The slate triad opposite is not a relief, but a triple 
statue suiiported by a heavy slab, a device used freely 
ill all periods ot Kgyiitian scul|)ture to prevent frac- 
tures. The group represents .Mycerinus,' Hathor, 
Mistress of the S.vcainore Tree, and the Hare nome. 
rile inscription before the nonie figure sav s ; * I have 

given thee all good offerings of the South forever." 
That is, this triad was the equivalent of the figures 



Slate Triad Ko?ne-n„ddr.i.i. 1 fall, or, and Myrerium 

bearing offeriiiffs bnind on Hie toinb-reliets of princes, 
figures whicli arc often labelled tiuis each with the 
i«ime of a district. Originally there must have been 
forty-two ot these triads, one for each of the fort\- 
two nonies. Four intact triads were found, all of Upper 
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Portrait Head of Xofer Pynasty IV 

Egyptian nomes, and fragments of many others of the 
same material and about the same size. Alabaster frag- 
ments were also found, and it may be that the Lower 
Egyptian nomes were represented by alabaster triads. 

In Egypt the greatest artisans were attached to the 
service of the royal family, and the main line of artistic 
development is always found in the work done for the 
monarch. Yet all work follows as closely as possible 
the technique and forms of the royal art. It is of 
interest, therefore, to have the portr.iit head of the 
Treasurer of the two Magazines of Sdver,’’ Nofer, of 
Dynasty IV, as an example of the better private art 
of that period. This head was found in the burial- 
chamber of the mastaba in whose offering-chamber we 
found the relief of Nofer reproduced on the opposite 
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page. Heads of this type were intended to be used as 
magical substitutes for the real head in case the latter 
was damaged. The purpose of the head required, 
therefore, that it should be an exact portrait; and the 
strong, bony features bcre representerl carry conviction 
of their truthfulness. Tlie hc.id seems to be rather 
rough in workmanship, but it had probably been 
finished with plaster, traces of which are still visible. 



Portrait of Sofrr in relinf Dynasty IV 
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Relit'f'-woik reaclifd its ciilinination in Dynasty V 
and fNainplt-s of 1)\ nasty 1\ iflict’ are inieonnnon 
'llie earlier relief's are M'ry low and delieate, wliilt 
tinise Ilf Dynastj \' projeet distinctly al)o\e the baek- 
iiroLind and are boldly modelled. The block of white 
limestone with the fioiiri- of the ’I'reasurer Nofer, an 
olferinij iiiseription, and the tijiiires of four of his seribes, 
is not only a typical late Dynasty IV work, but it also 
atfords one of the proven cases cjf |)ortraiture in relief. 
The strikinij facial characteristics of the magic head ot 
N'ofer as seen in profile are reproduced bej ond dispute 
in the profile relief on the slab. The fourth scribe 
represented is Seniiuwka, probably the same man whose 
otfering-chamber is reproduced in the next illustration. 



Relief from Tumh (f F>ennmrlca Dyhasty 

The niastab.’i ot Xoter <>e<’ui)ie<I a site in the royal 
eemeteiy. Behiiui it, in one of tiie open spaces ol 
the cemetery, a tomb of I)\ nasty V had been built for 
a mayor ot the **City of tlie Pyramid : Glory of Cheops,*' 
Senmnvka. The northern false door in the west wall 
of the offerin^-eliamln’r of this inastaba is here repro- 
duced. Ihe reliefs were ne\er entirely finished, and 
show^ clearl}' (on the ri<>;lit) the jireliminary outline 
drawing in Idack, the chiselling away of the back- 
ground, and the rubbing of the reliefs. The lines do 
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not show which were used in carrying out the canon of 
proportions, yet it must be assumed that the same canon 
was followed as in other Dynasty ^ reliefs in this cem- 
etery. A vertical line was drawn for each huiiiaii houre, 
and dots were placed at fixed distances on tliis hue to 
mark the knees, the waist, tlie navel, the breast, the 
neck, and other parts. Throui);h these dots cross lines 
were drawn and dotted to mark the lateral measure- 
ments. A comparison of the various known prelimi- 
nary drawings shows that the Ininian standing figure, 
from the top of the forehead, excluding the crown of 
the head, to the soles of the feet, was divided into six 
spaces, each eipial to tlie length of the foot. This 
same canon, later with eighteen divisions instead of six, 
was used throughout tlie course of Egyptian history. 

The reliefs were finally colored as in the inastabas in 
the middle of the h.all. Tlie Mauir Sennnvvka is no 
doubt the -same man as the fourth scribe of the \ofer 
relief, but advanced in office after perhaps thirty years 
of public service. 



OLD EMPIKK 


31 


- 










lis 


Scene on Masfnha Wall Dynasty V 

The name “mastaba"’ is a modern Arabic word 
designating the low adobe bench used in tlie houses of’ 
the peasants. It was first applieil In Mariette's workmen 
to designate the siiperstructiires of the Old Empire 
tombs, rectangular masses with fiat top and sloping 
sides, and has been adopted bi Kurojicaiis as a techni- 
cal term for such tombs, d'lic mastaba tomb has 
many different forms, but all present the same func- 
tional jiarts : (l) a burial-chamber underground for 
the protection of the burial, reached by a stair, a 
sloping shaft or a vertical shaft, and closed forever 
after the burial ; (‘.l} a superstructure containing an 
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offering-place, a meeting place for the living with 
the (lead. As these |)arts were functional, they varied 
in form with the growtii ot the knowledge of ma- 
sonry ; and the mastahas from Dynasties I to \ I 
reproduce exactly the liistory of Egyptian architec- 
ture. During this whole iieriod, the mastahas, like 
the pyramids, are orientated jiarallel to the valley, 
ivith the offering-chandler on the valley .side on the 
southern end of the suiierstrueture oiniosite the burial- 
])lace. In other words, the mastahas on the east 
hank face west and those on the west hank face cast, 
that is, they face the offering-hearers coming up from 
the valley. 

The offering-chamher, or chapel, was first huilt inside 
the superstructure in the reign of f'hephren. The 
form of interior chapel used during Dynasty V is that 
shown hy the two inastah.a cliamhers from Saipiarah. 
Hidden in tlie filling of the mastalia, adjacent to the 
offering-room, was a second chamher for the statues of 
the dead and his fanid\. I'his statue chamher, called 
a serdal), “ was sealed up hut connected hy a small 
slit with the offering-chamher. 'J'he statues faced this 
slit, which was intended either to allow the spirit of 
the offering to penetrate to the soul in the statues or 
to allow the spirit of the dead to \ isit the statues. 

The offering-chamher usually has one or two sym- 
holic doors, false doors,” on the side towards the 
hurial-chamher, wliich in the earliest known forms are 
copies of the wood-roofed mud-hrick doorways of the 
E.arly Dynastic ])eriod. The round har at the top of 
the stone niche is a representation of the first log of the 
roofo\er the doorway. It is this symholic door, first 
huilt ot mud-hrick, then of stones, and later of a single 
slah, as in our mastahas, which finally degenerated into 
the simple grave stone, or funerary stele. The sym- 
hohc door hears on tile skies the name and titles of 
the deceased with an oflenng formula. Above he is 
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represented seated at a tableof offerings. Sometimes the 
middle panel is carved to represent a wooden door, and 
in one or two cases the deceased is shown in the act of 
coming out ; for it was through this door that the spirit 
was supiiosed to pass to and fro between the grave and 
the world of the living; and a series of magical texts 
to assist him in this act are known, called texts for 
coming forth by day.” Tliis is, in fact, the title of 
the so-called Book of tlie Dead. ” The other reliefs 
on the walls of the offering-chamber were supposed in 
some way to provide the spirit with the enjoj-ment of 
the earthly scenes there depicted — sowing, reaping, 
inspecting the cattle, sacrifice, and feasting. The 
magical value of these scenes depended on their realism, 
and in spite of all their technical deficiencies, these 
Egyptian scenes are plausible and lifelike. Nor, as 
is often stated, did the sculptor hesitate to depict mov- 
ing figures, such as the man running with two heavy 
(lails of live fish in the top row of the papyrus swamp 
scene, and the flj ing birds in the same scene. Yet 
there is no true perspective, and the difficulties of the 
side view of human figures were neier overcome. 

The coloring of these reliefs is partly preserved and 
shows the conventional scheme of red, black, white, 
blue, green, and yellow, universally used in Egypt. 
.Shades are practically unknown, and ths painting 
ivithout relief is flat. One may almost say that the 
painting is merely colored drawing, owing its whole 
charm to the clear, graceful outlines. The colored 
drawings, if one may be allowed the term, are earlier 
than the colored reliefs, and the uiieolored drawings 
are still earlier, so that it may be said that the 
colored reliefs are an advanced form of colored draw- 
ings, an almost unconscious attempt to gain plasticity. 
Probably the E’.gi ptian artist strove for his effects in 
a practical rule-of-thumb manner, without much theo- 
rizing; but, as a matter of fact, his relief-work was 



•34 


EGYPTIAN ART 


an accessory to the painted drawings. It gave a plas- 
ticity which his crude sense of color could never attain, 
and produced the similitude of life which was the aim 
of all his efforts. 

The variations in the workmanship of some parts of 
these mastabas are largely due to the different kinds 
of stone used. The soft, yellow limestone and the 
brittle nummelitic limestone are from the local quarries. 
Unsuitable to fine work, they received a plaster dressing 
which has largely disappeared, carrying with it the 
finer details. The best preserved parts are those un- 
dressed reliefs carved on the fine white limestone slabs 
quarried across the river at Turah. As is usual in such 
large pieces of Egyptian work, some parts have been 
reworked and some were never finished. 

The offering-chambers, no matter how elaborate their 
reliefs, were dark, narrow cells lighted dimly by one 
or two slit windows. On the set feast days the rela- 
tions of the dead came with their offerings of food, 
which they placed before the false door. Offering 
formulas were recited to secure the use of the food to 
the spirit of the dead. The offering finished, the visitors 
went away, locking the wooden door and leaving the 
room silent and deserted until the next feast day. 



Figures at Base of Stele By nasty V 


middle empire 


ipw pipy • """^*1 The most striking arehl- 
tectural features of the great 
' ■ Egyptian temples are the 

■ colonnaded courts and the 

* halls of columns. The stone 

* •'ff'hitecture of Egypt was a 

9 A i secondary development. 

St ‘5 ’*'he mud-brick architecture 

JR % ^ " ith wooden accessories was 

91 I fully developed — masonry, 

] arches, columns — during 

, *he first two dynasties, and 

' this mud-brick architecture 
t "'as tr.'insposed into stone 

} during the third, fourth, 

. , j and fifth dynasties. Thus, 

■ * ’"‘rip* / niost of the forms and de- 

\ tails of the stone archi- 

'i tecture are imitations of 

V-tM* I ■; the older mud-brick archi- 

» , I .. tecture. It is therefore 

■ 1 * fe;: "o accident that stone col- 

•§ § umns imitate the palm logs 

j f and the mud-smeared bun- 

,» ■ ^ dies of plant stems used as 

>„ su|)ports in the earlier 

days. The bundle-columns 
Btei'ili-.' _ ' represent bundles of nym- 

Bundle-Column '"“'^'’'dea stems, nym- 

I>yHeu<ty XII '"“t ‘he Indian 

lotus; stems, and papyrus 
stems. The capitals are formed to represent buds or 
Howers — usually designated “closed” or “open cap- 

' n j '. "*"*’*: *’''l*' ius column with open capital is often 
<‘Hjlea by m istake a lotus capital.^ 

Ror "h ‘he types of columns may be found in 

"Orchard t s Pflanzensaule.’’ 


I ! 


Papyrus Bundle-Column 
By nasty XII 
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Statue of an Egyptian Lady Named Sennmry 
Middle Empire, From Kerma 

This important .statue fills a jjap in the eolleetion, 
which hitherto had no representative examples of 
Midtile Empire seulirture. 
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Statuette 


Itynasty Xi 


Dynasty XI 


Statuette 


The colored wooden fi};uies represent a phase of the 
private art of Egypt, which is of archaeological ratlier 
than of artistic interest. During tlie decline in pros- 
perity, following the extravagance of the p.\ rannd age, 
the great niastaba tomb gave pla<-e to the simple rock- 
cut tomb. The functions of the reliefs and of the 
statues were assumed by a simple stele and by small 
wooden models and figures placed in the burial-chamber. 
These figures, seldom more than mediocre in execu- 
tion, are usually crude and merely conventional repre- 
sentations. The figures shown above are both from 
the early Middle P'.mpire cemetery at Assiut. One is 
a woman bringing offerings, the other is an attempted 
portrait of a priest. 
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Scarabs 

Top row, left to right : faience scarab of Dynasty 
XVIII, showing typical scroll work; scarab with name 
of Horus ; large pottery scarab of Usertesen III ; Dvnastv 
XVI 1 1 scarab with cartouche of Thotbmes III on the 
Bark of the sun; scarab of Amenhotep II. Middle 
row : basalt heart-scarab ’ ' ; large royal scarab of 
Amenhotep III, struck as a commemorative token of 
his having killed one hundred and two lions in the first 
ten years of his reign (there is another example in the 
British Museum); serpentine heart scarab, finely cut, 
but uninscribed. Bottom: late (Ptolemaic) faience 
pectoral, or scarab which was placed on the breast of 
the mummy. 
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Portrait Head hynasty XVIII 

The head shown above is from a squatting private 
statue of the New Empire similar to that discussed on 
page 41 . The limestone is worked to a fine smooth 
surface. The head was colored as usual, and traces 
of the color may still be seen on its lips. The date is 
determined solely by the style of the headdress. 
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Royal Portrait Injnmty XlX 

The small syenite head shown iih(>\e is a royal por- 
trait of the New Empire, apjiarently representinjj 
Ramses II. It is to be compared with the head of the 
large granite statue of Ramses on page 4;', and is 
another illustration of the persistence of the forms and 
technique of the earlier sculpture. Originally this head 
was colored according to the fixed convention. 



NEW EMPIRE 


41 



Statne uf Pa-ra-hofep Dynasty XIX 

The squatting statue of I’a-ia-hotep, of gray granite, 
is a typical example of New Empire sculpture. The 
technique, and e\ eii the form, is that of tlie earlier 
work. The difference lies simply in the dress. The 
men of the New Empire wore a longer garment and 
dressed their wigs in a sliglitly different manner. It 
must not be forgotten tliat all these statues are mere 
portraits intended to reprialuce tlie outward form of 
the man, and all show the stiff, dignified, but expres- 
sionless attitude of the Oriental when posing for a 
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I' portrait. The Egyp- 

tian artist represents 
character only by ac- 
cident, and never had 
' occasion to attempt 

the expression of fear, 
hate, love, or other 
emotions. 

j The New Empire, 

j theperiodofthe 

greatest prosperity in 
the whole history of 
Egypt, owed the 
greater part of its 
J wealth to the looting 

of Asia and the Sou- 
dan. The founders of 
Dynasty XV] II were 
* princes of Thebes, 

and when they drove 
I out the Hyksos and 

assumed the kingship 

L over Egypt they as- 

Seated Granite Statue of Ratnses 11 Bribed their success to 
Dynasty XIX their local god Amon, 

and poured their 
foreign plunder into the treasury of his priesthood. 
Great temples were built all over Egypt. The Amon-Re 
priesthood became the most desirable career in Egypt, 
and Amon-Re became the national god of Egypt. 

When Ramses II came to the throne the Egyptians 
had been open to the influence of Asia for more than 
three centuries. The land was filled with foreign cap- 
tives, the gardens boasted of outlandish plants and 
animals, the palaces held the finest products of Asiatic 
art, and the market places oflTered all the wares of the 
near East for sale. Yet the effect on Egyptian art is 


L 

Seated Granite Statue of Ramses 11 
Dynasty XIX 
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surprising!}' small. New subject-matter crops out; a 
few new compositions, mainly battle scenes, appear in 
the reliefs ; but in general Egyptian art remains what 
it was — the same in technique, practical and realistic. 
When the subject-matter is ceremonial, as in this statue 
of Ramses II, the pnxluction shows all the character- 
istics of the Old Empire. Here is a king in the tra- 
ditional insignia of the monarchy, as he appeared at 
great court ceremonies. The attitude is almost iden- 
tical with that of the Mycerinus statues, and the 
method of working was the same. Fifteen hundred 
years had passed by. Egypt had learned the ways o1 
all Western Asia, but the art of the Old Empire still 
ruled, the greatest of all in that time. 

This statue of Ramses II and most of the art of his 
time is, however, slightly lacking. There is size; there 
is an enormous number of statues, reliefs, and temples ; 
but there are also signs of haste, of carelessness. 
(Quality is being sacrificed to quantity. The jiriest- 
hood of Anion- Re is growing in numbers and in power. 
For much of the surplus wealth is being absorbed b\ 
this avaricious organization. In the preceding centuri , 
Akhenaton had made his fight to break the priesthood, 
but his successors had lost all that he had gained. 
From this time forth the division of power and wealth 
was inimical to the production of great finished pieces 
of work, and Egyptian art steadily declined down to 
the revival of Psammetic I. 



Relief New Empire 

The relief portrait of a New Eiiii)ire king shown 
above is a beautiful example of the best work ot that 
periwl, hardly inferior to the Old Eini)ire work. This 
is called a sunk-relief; that is, the background has not 
been cut away, as in tlie ordinary reliefs. Otherwise 
the technique is the same. Sunk-reliefs cost less labor 
and are especially common in tbe latter part ot the 
New Empire. 
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The face in the relief bears the characteristics of the 
Theban royal family, — 'the almond-shaped eye drawn 
down at the inner corner, the thin nose with rounded 
tip, and the fine mouth. The type may still be seen 
among the people of Upper Egypt. On the head is 
the royal war-helmet with the uraeus. 



Support for a Chair in the Form of a Panther Pynaaty X Fill 

However much they conventionalized the human 
form, the Egyptians treated animals with fidelity to 
nature, as may be seen from the panther shown above. 
It is of wood, coated with bitumen. The panther's 
stealthy stride is well caught, and the blunt head is 
admirably modelled. Tlie piece was one of a pair 
supporting a seat or throne. The apparent symbolism 
is ancient and is to be contrasted with the use of 
figures of prisoners for the same purpose. 
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IVnodeit VdntL Thnthmes IV DynnKty A VUl 


The wooden panel is likewise from a jneee of furni- 
ture, and bears a symbolic decoration, — Tliotlinies IV 
as a sphinx tramplinjj the foreign nations. In the 
ease of chariots, thrones, mirrors, spoons, weapons, 
and almost all objects, the ornamentation was symbolic 
or magical in character. Images and figures of deities 
and divine animals were freely used, each appropriate 
to its object, — the ugly god of the toilet on cosmetic 
boxes, the scarabaeus on seals, hunting scenes on 
weapons, and battle scenes on chariots. From the 
earliest predynastic period; figures of sacred animals 
were carved on the slate paint palettes and had a 
magical protective force. In later times the use of 
hieroglyphic writing gave a special significance to 
almost every object, to every element used in orna- 
mentation. Thus the papy rus stem with open flower, 
often called a lotus by mistake, has the meaning to 
be green,” to be flourishing. ” It is of interest to 
note that Thothmes IV is the prince named in the 
granite stele at the breast of the Great Sphinx as the 
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one who cleared the Great Sphinx of sand and reestab- 
lished its offerings. The workmanship of the panel 
shows the soft finish of the best work of the New Empire. 



Faience Six Foreign Captives New Empire 

The six faience plates, representing foreign captives, 
are wonderful examples of Egyptian handicraft. The 
ability to see and to copy things as they are has pro- 
duced in these colored glazes the negro (first and 
fifth from the left) and the Arab (fourth), just as 
we see them to-day, though in a different dress. The 
others, the Philistian (third), the Asiatic, possibly the 
Libyan, must be equally true to life, just as they 
appeared disembarking in bonds from the Egyptian 
war-galleys at Thebes. The plates themselves were 
inlays, probably from some piece of royal furniture, 
and are another example of the symbolic ornamentation 
mentioned above. 
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Faience Inlay Xew Empire 

This beautiful head is merely an inlay piece from 
the symbolic ornamentation of some ol>ject. The wig 
is of glazed pottery and the face of glass paste. The 
features are distinctly those of the roj.il Theban family 
of the New Empire, as may he seen by comparing it 
with the relief on page 41. Tliis piece, together with 
the figures of captives, is said to have come from the 
palace of Ramses III at Medmet-Habu, opposite 
Thebes. 
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This great royal 
scarab comes from 
Dynasty XIX. and 
bears two of the 
names of Scti I, 
alternately r e- 
peated. The work- 
manship, size, and 
condition of the 
specimen make it 
the finest example 
of its class in exist- 
ence. It is made 
with a greenish- 
blue glaze, laid on 
rather thinly. The 
face shows traces 
of gold leaf, which 
indicate that at one 
time the whole face 
of the scarab was 
gilded, while the 





Face of Large Scarab 


specimen is bound with strips of pale gold, to which a ring 
for suspension is attache*! in front. The modelling of the 
beetle is particidarlv lifelike and free from convention. 


a s m a y 
be s ee n 
from the 
second 
cut, i n 
w h i c h 
the same 
scarab 
is shown 
in p r o- 
file. 
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Gold was one of the first metals 
W’orked bj' the predynastic Egyptians 
and was always a favorite for amulets, 
charms, and ornaments. It is even 
possible that cop))er was discovered in 
some attempt at extracting gold from 
copper ore. In the archives of Amen- 
ophis IV, at Tell Amarna, a numher of 
letters in cuneiform script were found 
in which the kings of Babylon beg 
Amenophis for gold, saying: Gold is 
as dust in the street in tlie land of our 
brother."’ The chief mines, now ex- 
hausted, were in Wady Alaqi, in the 
eastern desert, where the aneient work- 
ings, the crucibles, and smelters may 
still be seen. 

Thegold statuette of the god Hershef, 
found at Hierakleoiwlis, is a rare and 
beautiful example of goldsmith's work. It is from 
Dynasty XXIII and bears a votive inscription in minute 
hieroglyphics on the base. 


SO 



Statuette of 
Hershef 

Itynasty XXIIf 
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Gold Perioral Ornament 

The statuette above is an example of carved gold 
work ; the amulet in the form of a ba-bird, or soul in 
the form of a bird, is an example of the more usual 
beaten gold work. 
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Did no other monument of Egyptian antiquity re- 
main to us than the cut gazelle-skin garment shown in 
the above plate, both the industry and the skill of the 
artisans would be convincingly attested. The piece, 
which is only half of the complete garment, was found 
with a similar one in the tomb of Maiherpri, a prince 
of Dynasty XVIII, and a cup-bearer of Thothmes IV 
(1436-1427 B. C. ). The meshes are made entirelj- 
Oy cutting slits in the skin, and then stretching it 
laterally. At the shoulders, where seams are visible 
across the borders, are two piecings, the meshes being 
tied with microscopic knots. 
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Portrait Ptolemaic (?) Profile of the Same 


The last great perkal of F.gy))tian art began about 
700 B. C. After the time of Ramses 111 (about I'iOO 
B. C’.), the power of the monarchy was gradually 
usurped by the high priest of Amon-Ra. These avari- 
cious and unwarlike theocrats abandoned the foreign 
possessions and utilized Libyan mercenaries to hold the 
Egyptian provinces in sulrjection. First the Libyans 
wrested the throne from their emidoyers and fell them- 
selves before the rising [mwer of the Aethiopian kings. 
Then the Assyrians, enjoying the profits of the con- 
quest of Western Asia, drove out the Aethiopians and 
field Lower Egypt as a province. In 663 B. C., at a 
moment when the Assyrians were preoccupied by in- 
ternal trouble, a certain prince of Sais using Greek 
mercenaries established himself as king of all Egypt 
under tlie name of Psammetio, the first of that name. 
During tlie long period of foreign domination, the 
national consciousness appears to have been awakened, 
llie Egvptians, surrounded by tlie monuments of their 
ancient greatness, remembered and attempted to revivify 
the past. Priests were appointed to renew the funerary 
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services of Cheops and Chephren. Old texts, some- 
times only half understood, were copied, and many a 
a word is found resuscitated after centuries of disuse. 
Monuments of the Old Empire W'ere taken as models 
of the best in art. The forms were copied with a 
finish which rivalled the best Egyptian work. This is 
the dominating quality of the Saite art — it is the imi- 
tation of the forms of a sincere, realistic, older art 
carried out with the old technical skill. A certain 
idealism is thus brought in — a belief in qualities no 
longer seen in actual life. For all ceremonial works, 
where the reliance on antiquity was greatest, there is 
a delicacy of treatment, a softness of outline which 
seems to indicate some measure of ae.sthetic feeling. 
But in some cases, such as this portrait of the priest in 

Portrait of a Prirst Suite 

hard green stone, the old demand for realism still per- 
sisted and was obeyed with all the old fidelity to truth. 
Just as in the days of Myceriiius, a form of the earthly 
man in imperisliable stone was needed tor the use of 
his ka or soul, and just as the ancient artist repri'duced 
the bulging eyes and puffy clieeks of the builder of 
the Third Pyramid, so the Saite artist, equally un- 
afraid, portrays the defects and the cruel lines of the 
crafty priest of his day'. 
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Mummy Portrait Painted in TPajc on Wood 
First or Second Century A.D. 

From a burying-ground at El-Rubayat, in the Prov- 
ince of Fayum, this portrait is a specimen of the en- 
caustic paintings on thin panels of wood which in the 
Graeco-Roman period were substituted for the plastic 
representations of the face of the dead used on mummies 
of earlier times. The panel was laid over the faee of 
the mummy, and the outer bandages were wrapped 
about it so as to cover its margin. Fragments of the 
cloth still adhere to the present portrait. 
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Coptic Class Roman and Byzantine Periods 


Glass-making in Egypt goes back perhaps to the 
Middle Empire. The early vessels are all opaque and 
variegated in color, and seem to have been made on a 
core which was afterwards broken up and shaken out. 
Colored glass pastes were also used for beads, inlays, 
and grinding blue and green colors; but clear glass 
seems to have been entirely a foreign invention, ap- 
pearing first in Ptolemaic- Roman times. The pieces 
shown are from Coptic times and show many forms 
found in Syria in the same period. 
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of the difficulties of the profile view — the feet, the 
shoulders — have been more or less successfully han- 
dled. Yet the heavy outlines, the crude modelling, 
and the lifeless conventions deprive the whole of grace 
or even plausihdity . In the fourth nnllennium before 
Christ the primitive prialuctions of the two civiliza- 
tions, Egypt and Babylonia, show almost equal tech- 
nical skill. Both nations had a similar economic 
development in a rich agricultural valley. In both 
cases the art developed as much in the service of 
magic and religion as in that of the needs of daily life 
Even the materials available for architecture and sculp- 
ture were not very different. Finally, both races were 
largely .'Semitic in origin and lived in contact with 
each other from KiOO B. C. to long after the period of 
Assur-nazir-pal. Yet Egyptian art, sincere and cer- 
tain in its truth, has left a series of great masterpieces, 
while Babylonian art has only succeeded in arousing 
curiosity and archaeological interest. 
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CLASSICAL ART 


S INCE the time of the Italian Renaissance, when men 
turned to the remains of anti<|iiity with the enthusiasm 
of discovery, classical art has hchl the same high 
position as has been accorile<l to classical literature. The 
best examj)les of Greek art, however, waited much longer 
for recognition and appreciation than the masterpieces 
of Greek poetry. The sculptures with which princely and 
ecclesiastical dilettanti of Italy adorned their palaces and 
gardens were usually Roman imitations of (ireek works, 
suggesting in only a limited measure the significance and 
vitality of tlio originals. 

The opening of the nearer East to archaeological explora- 
tion has re.stored to the modern world priceless examples of 
original Greek work, ropre.senting the ideas and the tech- 
nical achievement of many generations, and has enable(t 
students of antiquity to attain a truer xiew than ever before 
of the essential qualities of ancient art. They have learned, 
for instance, that in real Greek .sculpture Ireauty does not 
imply monotonous smoothness of form or coldness of ex- 
pression ; that dignitv an<l repose are not inconsistent 
xvith thorough animation. They have learned not only to 
admire and enjoy the art of the “classical” jreriod in the 
more restricted sen.se of the word, but to acce()t with .sym- 
pathy and pleasure the work of earlier artists, whose 
struggle with conventions and technical difficulties makes 
only the more effective the sincerity of their effort for \ igor- 
ous expression of ideas alHUit gods anil men ; w Idle the dis- 
covery of important sculptures of the Hellenistic jieriixl has 
revealed in late Greek art an iudixidualism and a dramatic 
power which are sometimes sup[)o.sed to be exclusively 
modern. 
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I. Prehistoric Art of Greece, 3000-1000 B. C. In its 
period of highest development and of decline the pre- 
liistoric art of Greece is generally called "Mycenaean," 
because it first became widely known through the excava- 
tion of IVIycenae. The civilization which produced it 
probably centred originally in the island of Crete, whose 
position and resources brought its early po])ulation the 
power and wealth that are echoed in the tradition of Minos, 
King of Cnossos. The art of these people shows at its best 
an admirable skill in decorative design and a freedom of 
style approaching naturalism, even though its method is 
far from exact representation. It reflects no ifleas of pro- 
found interest, but phenomena of marine, animal, and even 
human life are presented vividly and freshly. The work 
of this period is exemplified in the Museum by an ivory 
statuette (p. tiT ), by a series of vases in stone and 
pottery, and by a few seal-stones. 

TI, Archaic Greek Art, lOOO-.lOO B. C. The long de- 
cline of Mycenaean art, <lue to political and social changes 
which accompanied the shifting of population in Greece 
about 1000 B. was succeeded by the development of 
the art of the historic Greek people. In the plastic and 
graphic arts their earliest efforts embody but inadequately 
the wealth of interesting ideas, of which there is such 
abundant evidence in the contemporary Homeric poems; 
they had to learn not only the mastery of tools and mate- 
rials, but certain elementary lessons in the "grammar of 
art,” in which the older Oriental peoples were their 
teachers. The pottery of Corinth and Rhodes shows the 
strong influence which Eastern art exerted on early Greek 
work in the seventh century B. C. Oriental motives and 
methods became, however, only the stepping-stones to 
original expression; the Greek did not lose his inde- 
pendence of vision and feeling, and the characteristic 
humanism of Greek art is already manifest in the work of 
the sixth century B. C., though it finds expression chiefly in 
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works controlled by religious motiv^es — statues of gods, 
ideal statues of athletes commemorating victories in re- 
ligious games, and other sculptures dedicated to deities. 
Within the limits of certain accepted conventions, the 
later archaic sculptures show a marked individuality of 
style. In this Museum the period is illustrated not 
only by some interesting sculptures (pp. 68—71, 7!*), 
but by bronze statuettes (pp. 71, 72, 73), by coins 
issued by many Greek cities in the sixth century (p. 
lad), and by painted vases on which the subjects, and 
in some degree the qualities, of archaic frescoes are 
imitated (pp. 76 and 77). 

III. The Fifth Century, 500-400 B. C. During 
the years in which the Greek states were rising to their 
highest military and jxilitical power, the technical prog- 
ress of the arts continued, and the conventions of the 
archaic period gradually gave place to a free style. The 
period of transition (480-450 B. C.) is represented in 
this collection by one of the finest of the few extant 
originals (pp. 80-83). Adequate representation of the 
human form in every variety of attitude or action was 
specially sought ; but this representation was not literal 
or even individual; it reflected the idea of a type. In 
its most characteristic achievement, such as the sculp- 
tures of the Parthenon, the art of the filth century may 
be called social and civic in its motive. It embodies 
more completely than any other the Hellenic ideal of 
proportion, sanity, and self-command. The Museum 
possesses very few sculptures of this date (p. S.^), 
but the qualities suggested above may be studied and 
enjoyed in the collections of smaller objects ; for in- 
stance, the beautiful coins of Sicily and Southern Italy 
(pp. 126, 128, ISO), the vases decorated by Athenian 
painters of the fifth century (pp. Sh-O.'i), and some 
unique examples of gold jewelry (p. 88). 
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IV. The Fourth Centunj, 400-;i0() B. C., was an age 
in which the older influences of religion and the state 
waned, and individualism came to dominate (ireek 
thought and action. Artists now more clearly distin- 
guished individual character, and applied Iheir newly 
attained skill to the |>ortrayal ofemotion.il states, even 
of transitory feeling. The head of Aphrodite (p. Of) 
in the Bartlett Collection in this Miiseiim, tliongh thor- 
oughly ideal in its beaiitj , lias a more particularized 
character and is more direi tly expressive of emotion 
than sculptures of the fifth century. Several other 
original marbles of the fourth ceiitiirj contribute much 
to the value of the collection of classical sculpture in the 
Museum. The head of a goddi ss from Chios (p. 00 ), 
a fragment of a group representing an Amazon on horse- 
back and a fallen opponent (p. 05), and a small figure 
of a mourning Siren (p. ]0;2), deserve special mentioii. 
Attention should be given to the metal work of this 
time, illustrated by the graetdul groups on bronze mirror 
cases shown in the Fourth Centiiin Room (p. 106). 

V. The Ilclteiiixlic Period, .'>0()-I()0 B. ('., dated ap- 
proximately from the reign of Alexander to the estab- 
lishment of Roman power in Greece, .shows a further 
development of tendencies already manifest in the fourth 
century. Individualism led to the growth of vigorous 
portraiture, exemplified by some of the best sculptures 
in this Museum (pp. lOl and lOp). Ancient myths, 
no longer matters of sincere belief, were treated in a 
highly dramatic and iiicturesque style. Appreciation 
of the charm of genre types and scenes is shown in the 
attractive terra-cotbas of Tanagra (pp. 107 and lOS). 

VI. Graeco-Roman Art, 100 B. C.-ooO A. D. The 
strongly realistic style of Hellenistic jiortraiture was in 
harmony with the literalism of the Roman mind, and 
the Roman period is marked by a long series of excellent 
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portraits, not only in lai'pe sculpture (^pp. Ill and HO), 
but on coins and n-enis. The decay of fu'iginal inspiration 
in the arts is siiinalized by the attempt to revive older 
st\ les. as seen in the so-called * archaistic ‘ ' sculptures 
of Roman date, and by the more or less mechanical 
mutation which produced many copies of famous statues 
of the fifth and fourth centuries. Most of the evtaiit 
ancient mosaics and wall |)aintin<rs are of this period. 
They teach iis somethinir of the techin(|ue of the arajiliic 
arts of anlKpiit; . Init they do not justify inferences 
reaardiiio' the (|uality of the best classical pictures. 
The arts of luxury and of personal adornment, encoiir- 
aoed by the societ_\ of Imperial Rome, are illustrated 
in some unusually fine cameos (p. 1 19) which ha\ e come 
to this Museum from two famous European collections. 

'I'lic followiuH books arc rtM-oiiiuiciuled as interesting’ intro- 
iliictions to a knouiccijic and appreciation of Greek .Vrt: 
R (Tarducr. / b'b/etp A, v r t .tw E. B. 'rarbcll. .1 Hiitfnnt 
nf ih't't'k .Irf: E. (iardner. Jltmtlhifok of Oret'k ^nflpitny, 
Fowler anfi AVlicclcr. / htutifutok of Hrrek n'hot'oJ'o/if, Siip- 
jilciiicntary mforiiial ion on Greek history, religion, and private 
auti<|Uities Is given III convenient form by 1,. Whibley I ed. ). 
tVaapaa/oa fo SttolifU, '1 hese books, and many detailed 

studies of the several departments of ancient art. as well n.s 
book.s of reference and important periodicals devoted to elas- 
sieal art and arehaeology. are to be foumi in the Library of 
the Museum. A large eolleetion of photographs of elassieal 
sculpture, ineinding the Briinn-Bruekmann series, is also in 
the l.ibrarv. The .Museum publishes a special catalogue of 
Its collection of casts of Greek and Roman sculpture. 
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CyheU Marble, about 300 B. C. 

This colossal statue is probably to be identified as ( ybele, 
the Mother of the Gods, Traces of the throne or seat, 
which was not made in one piece with the statue itself, are 
seen beneath the left arm. The folds of the drapery are 
arranged in a harmonious composition which is not lost in 
elaboration of detail. 
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Stahiftle of the Cretan ftnnie Cni1(1e«!< 

Jrory and Gold; Sixteenth Century B.C. 

Example? of seulpture on a large scalp are hardly to 
be found among the relics of M inoan art, but frescoes, 
statuettes, and small reliefs show that the Cretan artists 
could impart to their representations of the human form 
the same vigorous life which pervades their decorative 
designs. In this statuette the proud pose, the keen 
expression of the face, and the set of the tense, sinewy, 
yet graceful arm compel admiration no less than the 
technical skill with which the gold trimmings were 
applied to the elaborate Minoan dress. 
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IAo» Lirmstone. Sixth Century B. G. 


This figure was doubtless conceived as the guardian 
of the tomb over which it was erected as a monument. 
The combination of the front view of the head with the 
side view of the body and the symmetrical arrange- 
ment of the locks of the mane are characteristic of the 
archaic style which sought striking decorative compo- 
sition rather than natural representation. It may be 
supposed that the sculptor knew lions only as they 
were depicted in Oriental art. 
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Girl's Head LtmesloHe, Sixth Century B. 0. 

Among the most interesting and popular of archaic 
statues are the “Maidens,” found on the Acropolis of 
Athens thirty }• ears ago. The head from Sicyoii, pictured 
above, has something of their delicacy and charm, although 
they are of Parian marble and this fragment is of a coarse- 
grained limestone. The tapering face, the crescent smile, 
and the slanting, narrowed eyes, are characteristic of a 
time when Ionian ideas controlled the artistic expression 
of Greece. In this instance the conventional rendering of 
the hair is unusually attractive. 
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Siahte of a Man Limestone.. Shtb Century B.C. 

This figure is ;i variant from the "Apollo type’’ preva- 
lent in the archaic period. The left leg was probably 
advanced, and the left arm is held down stiffly at the side, 
but the right arm was slightly bent and may have held 
some attribute. Thechief interest of the work, however, 
is in the very characteristic rendering of the head. The 
carving of the mouth and of the cheeks, fringed by the 
short beard, gives the face an air of individuality almost 
suggestive of portraiture. 
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The gravestone, figured 
opposite, was found in tlie 
Troad. Such slender stone 
slabs, often decorated with 
painting or low relief and 
crowned with delicate or- 
nament, were the usual 
type of gra\e monument 
toward the end of the sixth 
century. 


’ The small bronzes form an inter- 
esting supplement to the marbles 
possessed by the Museum, in illus- 
trating the development of plastic 
art in Greece. 

An inscription engra\ed on the 

figure here shown tells that a cer- 

' tain Chimaridas of Elis offered it 

to Artemis Daedalia. The Done 

; dress is drawn smoothly around 

the figure in front in a way winch 

recalls the form of archaic cult 

images; the statuette is probably 

an imitation of some earlier statue 

of the goddess. It has the simple 

dignity of the careful religious art 

... ^ of the sixth century B. C. 

Artemis 

Sixth Century B. C. 




Gravest one Sixth Century B^C 
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This bronze statuette of an atlilete. 
found at OKmpia, recalls the influ- 
ence which the athletic games of early 
Greece exerted on the ait of sculpture. 
Athletic victories called for coniuiem- 
oration in .sculptural inoiiuinents, and 
the artist had full lilierty to produce 
a representation of the enlire human 
figure, a lilierty which was not allowed 
in (Oriental art. AIureo\'er. games 
and athletic practice ga\e him many 
opportunities to de\elop his ideal of 
manhood. It has been eonjectured 
that this figure is a runner. Like 
most archaic .statues of athletes, he 
.stands erei't. facing straight ahead, 
w i t h b o I h 
feet planted 
til inly : but his 
form has been .sha[)ed to .suggest 
energy and agile motion. 

In the Peloponnesus Hermes was 
worshipped as the protector of the 
flocks. The statuette shown here 
represents the god with a young ram 
under one arm. He wears a neatly- 
fitting chiton, a round hat, and heavv 
boots. He carried in his right hand 
the symbol of his office as herald. 

I he statuette is distinguished bv 
vigorous modelling expressive of 
sturdy physi(|ue, by finish of detail, 
and by the naive animation of the 
face. 



Hermes 

iSu t/i Century B. C. 
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Mirrur Stmid About oIJO B. C. 


The luxury and the fastidious taste of the Ionian Greeks 
are reflected in this representation of Aplirodite. She lifts 
her carefully arranged hiination with one hand. The 
hovering Krotes (< 'upids) direct attention to the face of the 
goddess. 'I'liey are .so placed that the support of the 
mirror appears to be gradually broadened at the top in 
order to carry the weight easily. 
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Amphora, Geometric Style About SOO B. C. 

The extinction of the Mycenaean civilization and the be- 
ginnings of the classical Greek are marked by the rise of a 
pottery elaborately decorated with geometrical designs. 
The primitive drawings of horses and men which often 
found a place among these are illustrated by this colossal 
vase from Athens. (Compare p. 128 .) 
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Uinochoe Seventh Century B. C. 

Greek art of the eighth and seventh centuries is almost 
wholly imitative of the foreign models brought to Greece by 
trade with Oriental peoples. The oinochoe, or wine-jug, 
pictured here is an example of the pottery made on the 
island of Rhodes at this period. The lowest of the three 
zones of decoration has a lotus pattern derived from Egyp- 
tian art; the second shows the pursuit of wild goats by a 
dog, a scene probably borrowed from the Phoenicians ; 
above are represented animals and monsters of Oriental 
imagination. The figures are painted in black on a ground 
of buff color ; purple is al.so freely used in the accentuation 
of some forms ; the heads are drawn in outline. 




Sixth Century C, 
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The practice of paint- 
ing figures in dark color 
on a light ground was 
continued by Greek pot- 
ters until about 500 
B, C. Corinthian paint- 
ers were probably the 
first to indicate details 
within the figures by 
lines engraved through 
the black paint. This 
method was further de- 


veloped by the Attic 
vase painters of the sixth 
centuin-, whose vases, 
excelling others in 
beauty of material and 
Amphora by Amasis shape, and in interest of 

Sixth Century B. C. color and design, drove 
the painted pottery of 
other cities from the market. Oriental decorative motives 
became in their turn entirely subordinate to human inter- 
est, and scenes from heroic mythology, warfare, and do- 
mestic life constitute the chief ornamentation of the vase. 


The illustration above pictures an amphora ( a two- 
handled jar) signed by Amasis, who is distinguished among 
painters of the black-figured style for precision of work- 
manship and a love of the minute detail obtained by in- 
cised lines. 

On the opposite page is shown a kylix (drinking-cup) 
whose ornament is an unusual illustration of a famous story 
in the Odvssev. The enchantre.ss ( ’irce, a nude figure, orig- 
inally colored white, stands near the centre of the picture, 
holding in her hand a cup containing the magical potion 
which has half transformed Odysseus companions into 
beasts. At the left Odysseus is coming to the rescue. The 
generally erect figures, radiating from the stem to the rim 
of the vase, form an effective design. 
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Imitative modellinpr in terra-rot ta 
is almost as old as the shapin'!: of 
terra-cotta vases. Indeed, primi- 
tive vases, beiiiff fashioned freely 
by hand, often take a form rudelv 
resembling the human body. 'The 
small terra-eottas which were pro- 
duced in such numbers in luehis- 
toric Greece seem to ha\e served a 
religious purpose. They generall.v 
represent female figures, and were 
probably dedicated toa nature god- 
dess. Many dedicatory terra-eottas 
have been found on such sites as 
that of the famous temple of Hera at Argos. These 
early images were hastil) made bj- hand, and often are 
only caricatures of the human form. From a very early 
period, Boeotia was a centre of the firoduetion and use 
of terra-eottas. In the archaic period m.iny riere made 
in a flat shape resembling, it seems, board-like images 
of wood which were regarded as specially sacred repre- 
sentations of deities. They are often decorated with 
painted geometric patterns. Some equally primitiie 
statuettes of almost cylindrical shape from Cyprus also 
recall wooden images, whose form, in this instance, was 
probably only a slight modification of the tree trunk. 

In thearchaic period theart was also applied to genre 
subjects. The Museum has several interesting terra- 
cotta figures of this character: a barber at work, a woman 
grating cheese, a wood-carrier resting beside his bundle 
of fagots (see the cut above), and other homely scenes 
from the life of ancient Greece. There was no lack of 
terra-cotta toys : little horsemen on long-necked horses, 
carts, and even dolls with movable legs and arms 

In addition to terra-cotta figurines shown in rooms 
on the main floor, a supplementary exhibition has been 
placed in the Terra-cotta Room on the lower floor. 



Wood Cornet Rrsfing 
A rrhoic 
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This relief of the late archaic period was, perhaps, part 
of a monument commemorating a man of equestrian 
rank. The rider, fully armed with cuirass, greaves, high- 
crested helmet and sword, sits firmly and guides the 
spirited horse with steady hand. The motion of the group 
is signalized by the cloak blown backward in the wind. 
The horse's head, which has been broken away, was 
turned so that it looked out from the relief ; this attitude, 
an unusually bold one in archaic relief, must have added 
much to the animation of the work. The treatment of 
the drapery and the fine modelling of the horse's body 
suggest that the sculptor w'as influenced by contemporary 
Attic art. if not himself an Athenian, 
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This marble corresponds so closely in material, shape, 
and style of sculpture with the famous “ Ludovisi 
Throne” in Rome,* that some intimate connection 
between the two must be assumed. The scene on tlie 
front of the relief in Rome probably represents the birth 
of Aphrodite; the figures on the wings — a nude cour- 
tesan playing the flutes and a matron placing incense 
on a censer — are best explained as worshippers, typi- 
fying two aspects of the cult. On the front of the 
relief in Boston a smiling, winged boy is represented 
weighing two small figures of youths in a pair of scales, 
the beam of which is now missing. Two seated women 
are interested spectators: the one to the right bows 
her head in grief, the other smiles and raises her hand 
in a gesture of pleased surprise. The single figures on 
the sides are again probably engaged in acts of worship, 
and again strongly contrasted : on the right wing a boy 
seated on a cushion is playing a lyre, on the left an old 
woman with wrinkled face and short hair sits on the 
ground with her knees drawn up and grasps a myste- 
rious object which has been mostly chiselled away. 
The interpretation of the scene on the front remain.s as 
yet in doubt; but the central figure is clearly Eros, and 
the subject represented is proliably some myth con- 
nected w'ith Aphrodite, — perhaps, as has been sug- 
gested, the contest between Aphrodite and Persephone 
for the possession of the beautiful youth, Adonis. 

The purpose for which the two marbles were made 
is also unclear. It was formerly supposed that the 
Ludovisi relief formed the back and arms of a colossal 
throne for the seated statue of a goddess; but the two 
reliefs are better explained as parts of one momimeiit, 
perhaps as ornaments set on the two short ends ot a 
long rectangular altar. The delicately carved xolutes 

* Photographs of the monument in Rome are hung belon an 
adjoining window, and casts of the two marbles may be seen 
m the East Cast Court. 




Three-sided Reliefs Wings About 4^50 B. 
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and palmettes at the angles of the marble in Boston 
were matched on its companion-piece hv' similar 
ornaments, made separately and now lost. 

The sculptures are among the most beautiful and 
interesting of the transitional period of Greek art. 
The artist has not yet fully mastered the problem of 
translating the figures into relief. The upper parts of 
the bodies of the two goddesses are in full front view, 
while their legs are in profile. Some folds of the gar- 
ments are rendered in the archaic manner, while others 
show the careful study of actual, accidental folds of 
cloth. The strong influence of painting is apparent 
throughout, and the artist evidently depended upon 
the application of colors to the marble to bring out 
details such as the lower edges of the wings of Eros 
and the outlines of the mantles and caps worn by the 
two goddesses. The strings of the lyre, the fillet of 
the old woman, and the latchets of the sandals were 
left to be supplied entirely by paint. The soft, un- 
athletic treatment of the nude forms, the rich draperies, 
and the style of the architectural ornaments suggest 
that the reliefs are the products of an Ionian school of 
sculpture. 
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.irhmis Marlilr, i'lftli < 'i nliirii li 

The sod<less wears a fillet adorned willi '.iin])le flowers. 
She is prohahly .Arteini.s, one of who.se special attributes 
was a garland of flowers. 'I'he head is straineil forward a 
little, with an air of alerlne.s.s. 'I'he finely arched brows 
contribute to the vivacity of e.xjnes.sion which probably 
was most evident iti the eyes. 'I’hese were of another 
material colored in imitation of nature. 

The head has been considered bv some scholars an 
original of the first half of the fifth century B. C.; others 
regard it as an imitation of work of that date, made in 
Roman times. It has, at any rate, an animation and a 
freshness of style not often attained it) imitative .sculpture, 
which generally reprtaluces onlv the su|)erficial charac- 
teristics of earlier art in rather stilted fjishion. 
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Oran' Monument I' lftli Century B. C. 


The grave mnnumeiits of the Greeks were important to 
them as associated with the rites demanded bv natural 
piety towards the dead. In the fifth and fourth centuries 
B. C. they often took the form illustrated here — that of a 
simple portico consisting of a gable supported by pilasters 
and framing a relief which had reference to the former 
occupations of the person in who.se memory it was erected. 
On this stone is represented an .Vttic lady, wearing an 
Ionian chiton of delicate texture and a himation of heavier 
material. She looks at her image in a hanil mirror similar 
to some of the Greek bronze mirrors exhibited in the 
Museum. Like many of the gra\e-reliefs, it was carved 
by a sculptor of imperfect skill, but it resembles the others, 
too, in the simplicity of its motive and in the dignity with 
which the subject is presented. 
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This fragment is from one 
of several replicas of a popu- 
lar statue of the fifth cen- 
tury B. C., representing 
Dioniedes carrying the Pal- 
ladium from 'I'roy. A re- 
production of a better 
preserved copy, now in 
Munich, may be seen among 
the casts of Greek seu Ipture. 
The head resembles a group 
of sculptures attributed to 
Cresilas, a Cretan who re- 
ceived his training in the 
Athenian school. The square 
jaw, firm mouth, and level 
brow portray a stout tighter. 



T>iomedes 

Marble, Uraecu-Koman Copy 



Head of a Youth 
Marble, Graeco-Koman Copy 

duces, better than most c 
of the bronze original. 


Of the great sculptors of 
the fifth century Polyclei- 
tus of .\rgos «as the most 
popular III Roman times, 
and countless copies and 
adaptations of his works 
ha\ e sur\ i\ ed. This head, 
perhaps from a statue of 
Hermes, illustrates the 
youthful athletic type for 
which this sculptor was 
most famed. In the defi- 
nite modelling of the 
surface and the sharp ren- 
dering of details of the 
eyes and hair it repro- 
ies m marble, the quality 
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The pose of the 
figure illustrated 
here does not show 
a radical departure 
from the traditions of 
archaic art, yet it is 
not tense and rigid 
like that of sixth 
century statues, and 
the freedom of the 
attitude is empha- 
sized by the natural 
though angular posi- 
tion of the left arm 
The outlines are 
true and refined, and 
though the surface 
of the body has suf- 
fered by corrosion, 
the quality of its 
modelling shows ad- 
vanced understand- 
ing of the subject 
and skill in represen- 
tation. The statu- 
ette is said to have 
been found on the 
site of Croton, a 



Yvung Athlete Fifth Century B. V. 


town in the south of Italy which was famed for the prow'ess 
of its athletes. It may be supposed that the artists of this 
region had every opportunity to study the athletic form, in 


repose and in action. 
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In this wine pitcher the 
refinement of taste mani- 
fested by the shape attracts 
attention first, but the orna- 
ment is also interesting as 
exemplifying the tendency 
of Greek art to representa- 
tion, even in decorative 
design. At the base of the 
handle is a siren, with 
w i n g s delicately rendered 
in a form of Oriental origin. 
At the upper juncture of 
the handle with the vase is 
the bust of a girl clad in 
a Doric chiton. A serpent 



is represented on the back of the handle. 



Earring Fifth Century B. C. 


The technical skill of 
the Greek goldsmiths is 
shown in this unique 
earring. The figures 
are hollow, and the 
jewel is of the slightest 
weight consistent with 
strength. The details 
of the chariot are repre- 
sented with great care; 
the \'ictory even wears 
earrings and bracelets. 
Her garment is stirred 


by the wind, and the horses are prancing, vet the coni' 


position is balanced and unified. The jewel is almost 
intact ; only the colored enamel which filled the palmette 
in front of the hook is lost. It is possible that the ear- 
ring belonged to a statue, perhaps one of the gold and 
ivory statues of the fifth century B. C. 


FIFTH CENTURY ROOM 


89 



Kylix 


F ifih Century B. C, 


The painters found larger scope for their skill in deco- 
rating vases when the colors were reversed, viz. when the 
background was filled with black paint and the figures were 
left in the red color of the clay. This method allowed a 
free drawing of details which took the place of the hard 
incised lines of the black-figured style. 

The development of the new technique was accompanied 
by an extension of the range of subjects. Scenes from the 
palaestra, in which Athenian athletes practised their games, 
were much favored. The picture here is from the interior 
of a kylix. It shows a young athlete running with jumping 
weights in his hands. The figure occupies the circular 
space effectively, and is vigorously drawn. In its combina- 
tion of profile and front views it marks a continuance of an 
archaic mode of representation. 




Drawing from a Kantharus 


So few vessels of silver and bronze have survived, in com- 
parison with the many terra-cotta vases which have been 
recovered from graves in Italy and Greece, that it is easy to 
forget in what measure the latter are imitations of metal ori- 
ginals, though their imitative character is manifested in the 
excessively thin ware affected by Attic potters of the best 
period, in the shapes of their vases, and in the lustrous paint. 

The cup shown here is obviously modelled after a metal 
kantharos of exceptionally beautiful, though simple form. 
The tall handles are thin and flat, like bunds of metal. The 
decoration is in a style worthy of the shape. On one side is 

represented a nymph fleeing 
from a god, on the other a 
man or god in pursuit of a 
boy who has been playing 
with hoop and stick. The 
principal lines of the figures 
and of the drapery express 
impetuous movement ; the 
finely crumpled folds of linen 
are contrasted with the 
broader folds of the woollen 
garment. The vigorous style 
Kantharos Fifth Ventunj B. C. of drawing is found on a 

number of vases signed by 
Brygos, and this cup, though unsigned, was certainly 
decorated by the same master. (Compare p. 
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Kylix signed by Hieron 


Fifth Century B. C. 


The above picture is from the interior of a kylix. It illus- 
trates an Attic legend: the story of Cephalus, the young 
Athenian hunter '.vho was carried off by the goddess Eos, 
the Dawn. She has grasped his arm, and he turns his head 
with a gesture of surprise; her look is directed upwards, as 
if already planning her flight with him into the sky. The 
character of the drawing is not like that on most of the 
vases from the atelier of Hieron, and although signed 
by him, the vase was apparently decorated by an un- 
usually skillful and original painter in his employ who 
did not neglect abstract beauty of line, but subordinated 
it to expression of motion and of individuality. 
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The drawing illustrated on this 
page is from an oil- jug which be- 
longs to a later stage of the red- 
figured period. The subject is an 
Athenian myth, the contest of 
Theseus with the Amazons. It 
will be noted that the figures do 
not all stand on the same level 
here; there is an indication of 1 
rough ground. Tlie artists have 
solved certain problems of repre- 
sentation whicli long baffled the 

older painters; the rendering of 

the eye in profile, for in.stanee. ukuthos 

There is less of angularity in the pufh Century B.C. 
composition than in the work of 

earlier painters, yet energy is not sacrificed to grace, and 
the drawing is .still firm and vigorous. This style of deco- 
ration was perhaps specially influenced by the frescoes o 
Polvgnotus and his contenipr»raries. 




Drawing from a Lekythos 
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Pyxis, Odysseus and Xaiisiraa Filth Crntitry B.C. 


This picture, from the cover of a Miiall rouiiil l)o\, illus- 
trates a story in the Odvssev — the ineelinp of Odysseus 
and Nausieaa. Odysseus, awakened hy Ihe eries of the 
Phaeacian princess and her niai<lens. who are at |)lay hy 
the seashore, comes cautiously from the thicket where he 
has slept. Athena, his p.atron frcKhiess. le.ids the way. Two 
of the maids arc running away in fright; one is hiisv with 
the washing of a garment and iloes not see T he princess 
herself .stands erect, calmly waiting the approach of the 
stranger. The variety and truth of characterization are 
remarkable in so unpretentious a picture. 



94 


classical art 



Engraved Gem» 


Intaglio seals present a tradition of unliroken con- 
tinuity from the priniitixe Cretan ei\iIization to that 
of classical Greece and Koine. Ini|)res'.ions of seven 
gems of the earlier periwls are reproduced above, six 
of them illustrating the stones most favored by the 
gem cutters: sard (t2, 6), chalcedony (l, 3), agate (7), 
jasper (4). The lively but careless representation of a 
cow suckling her calf on the Mycenaean seal (l) is in 
striking contrast to the precise rendering of the griffin 
attacking a stag (3), a work of the early fifth century, 
still archaic in execution and subject. The grazing 
stag (2) is done in a more natural manner. An increas- 
ing fondness for the human figure is illustrated by the 
representation of Danae (4), a work reflecting the spirit 
of Pheidian art, and by the graceful crouching figure 
of a girl playing knuckle-bones ( 5 ) on a gold ring of 
about 400 B. C. The characteristics of Etruscan gems, 
pronounced modelling of the muscles and ingenious 
adaptation of the subject to the field, will be recog- 
Tiized in the two examples abo\e (o, 7). 
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Amazon in Battle Marble, Fourth Century B. C. 

An Amazon on horseback and a fallen opponent con- 
stituted the group of which the extant fragment is illus- 
trated on this page. Only the forearm of the latter figure 
is preserved. It was apparently raised to shield his body 
from the threatening spear of the woman-warrior. The 
battle of Theseus with the Amazons was a theme which 
offered the dramatic contrasts and pathetic situations 
sought by sculptors in the later years of the fifth eentury 
and in the fourth century B. C. The vitality imparted to 
every detail of such a composition by the best skill of the 
time is illustrated in this mutilated marble. The spring of 
the horse is clearly seen; the rendering of muscles shows 
the excitement accompanying the motion. The edge of the 
rider’s garment is driven back in wavy folds; the vigorous 
form and fine outlines of the thigh and knee appear above 
the heavy Thracian boot. 
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Statue of a Boy 

MarUe, Fourth Century B. C. 

The statue has no attribute by which its exact signifi- 
cance and purpose can be determined. It is an ideal statue 
of a boy, sixteen years old, perhaps; not an athlete, if one 
may judge from the softne.ss of the body and the lack of 
emphasis on structure and muscular development. The 
easy grace of the attitude and the fine poise of the head re- 
call the Athenian youths on the Parthenon frieze. Long 
exposure has given the Pentelic marble a warm tone which 
heightens the effect of vitality in the modelling of the figure. 
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Aphrodite Marble, Fourth Century B. C. 

The grain and slight translucency of the marble are 
here peculiarly adapted to the artist's aim. The fine 
oval shape of the face, the quality of the modelling, 
and the expressiveness of the features show that this 
head is the work of an Attic master, probably of the 
School of Praxiteles. 
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Statuette of Heractes Marhle, Grnero-'Rnman Copy 

The hero stands in the simple pose of the athletic 
statues of the middle of the fifth century. His body is 
powerfully developed, and weariness is suggested by the 
droop of the head, but these elements are not exagger- 
ated, as in later representations of Heracles. The origi- 
nal, probably of bron/e and on the .same scale, has been 
ascribed to the .Attic sculptor, Myron. Its style has been 
reproduced with unusual fidelity by the Roman copyist. 
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Head from Chios Marhie. Fonr/h Century B. C. 

A veil originally covered the top and back of this head, 
which was made separately for insertion in a draped 
statue. The soft, subtle modelling and the impression- 
istic treatment of some details point to an artist closely 
related to Praxiteles, if not to that master himself. 

The face is that of a modest girl, the soul of gentleness, 
radiant with quiet pleasure, diffusing unconsciously her 
happiness and youth around her.” 
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Hermes Marble, Oraero-Roman 

The slender neck and small head seem inconsistent with 
so massive a frame, yet this fragment has an enduring at- 
tractiveness, due, perhaps, to the attitude of melancholy 
revery, unconscious of all observers. Such a mood is 
appropriate to Hermes as conductor of souls to the world 
of the dead. 
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Ihtul ttf Hom^r Mtirhfe, HeJUnistiv 

Artists of the Hellenistic period (liOO-100 B. C.) not 
only portrayed contemporaries, but also sought to embody 
in marble or bronze their ideas of great men of the past. 
To this effort we owe the imaginary portraits of Homer, 
one of the best of which is in this Museum. It follows tra- 
dition in representing the poet as aged anil blind. In spite 
of the unsparing realism which has shown the failing of 
physical vigor, the intellectual power of the head is un- 
mistakable. The tone of color which the marble has taken 
on is in harmony with the subject. 
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Siren Marble, Fourth Century B. C. 

Sirens, imagined as half bird, half woman, were especially 
associated with death and so were often represented on 
grave monuments. The one figured above is a fragment of 
such a monument. She is mourning for the dead; grief is 
expressed in the attitude — one hand clutching the hair, 
the other laid on the breast — and in the face. The deeply- 
shadowed eyes and the contracted brow are specially 
characteristic of a period of art which sought to portray 
individual character and even transitory feeling. 
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Torso MarUe, about 300 B. C. 

The skill with which the Greek sculptor employed trans- 
parent and clinging drapery' to emphasize a noble form is 
illustrated bv the fragment shown on this page. Its dig- 
nity and animation are characteristic of classical art in its 
worthiest representations of the gods. 



104 


CLASSICAL ART 



Ht’ad of a Youth 
Marhie^ Orat^ru-fioutan Copy 


The practice of modelling 
in terra-cotta was adapted 
to the decoration of vases; 
some were even shaped in 
imitation of human or ani- 
mal heads. The elaborate 
plastic ornament of the 
lekythos illustrated here al- 
most obscures the fact that 
it is a vase. The new-born 
Aphrodite is springing from 
an opening sea shell ; Erotes 
hover on either side, so that 
the group seems to have an 
upward movement. 


Scopas perhaps contrib- 
uted more than any other 
sculptor of the fourth cen- 
tury' B. C. to that devel- 
opment of the expression 
of character and feeling 
which marks the art of 
the period. Tliis head is 
a copy of some unknown 
work of Scopas or of one 
of his pupils, (ireat in- 
tensity of expression is 
given by the upward gaze 
of the sliadowed eyes ; the 
structure of the head sug- 
gests physical strength, 
the parted lips and full 
throat a restless vitality. 



Plastic Lehythos 

Fourth Century S, C 
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Amphora 


Fourth Century B. C. 


A fine example nf tlie colossal vases made in Sontliern 
Italy in the fourth <eiitnry B. < 'I'he scene on the front 
shows Achilles, attended l>v Bhoenix, seated on a conch. 
In the forefTroimd amonc overturned vases lies the headless 
body of Thersites. and at a little distance the head. The 
use of plastic ornament ami of adderl white color is char- 
acteristic of the later period of vase painting. 
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Minor Case Fourth Century B. C. 

Circular mirror-cases were often decorated with reliefs 
of fine technique, made by hammering a thin plate of 
bronze into an intaglio mould. The finish of detail possible 
m such work is evident in the group of a Centaur and a 
nymph pictured above. The composition is balanced and 
ingeniously planned to obscure the monstrous nature of 
the Centaur. The folds of the lion skin tied about the 
Centaurs shoulders and of the drapery of the nymph are 
rendered with a delicacy and grace of line appropriate to 
t e spirit of the theme and to the decorative effect desired 
m a design on a mirror-case. 
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Tanagra Figurines^ about 300 B. C, 


In the classical period terra-cotta figurines were usually 
shaped in moulds of the same material. A number of 
such moulds, found in Asia Minor, in Italy, and in Egypt, 
are shown in the Terra-Cotta Room downstairs. Usuallj 
a figure was moulded in several parts. With a rela- 
tively small number of moulds a great variety of forms 
could thus be produced through different combinations 
of heads and arms and wings with bodies. It is sur- 
prising that these somewhat mechanical combinations 
do not result in more conspicuous faults of proportion 
and line. The more careful artificers added details by 
hand, giving an individuality of expression to the face 
which would be impossible in mechanical modelling 
After baking, the flesh, hair, eyes, and lips were 
appropriately colored ; bright tones of pink and blue 
were often applied to the dress. 

This finish of detail characterizes the figurines which 
have been discovered on the site of the little city of Tanagra 
in Boeotia. Their date is from about the middle of the 
fourth century B. C. to the end of the third. Although 
found in cemeteries, there is no evidence of religious pur- 
pose in their manufacture. They probably have no other 
significance than the one most naturally attached to them : 
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Tanagra Ftgnnnfs, about JtH) /?. (7. 


they are graceful representations of ladies and youths and 
children as they walked, talked, and played. The types of 
Tanagra ladies are far the most common, but have great 
variety of attitude and motive. 'J'heir dress, usually con- 
sisting of a chiton reaching to the feet and an ample hima- 
tion, could be disposed in numberless pleasing ways. They 
suggest very \ividlv at least the outward charm of Greek 
life, as one might have seen it in the streets of Athens. 



Tanagm Figurines, about 300 B. C 
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Portrait 0 / a Lady Bronze, about 300 B. C. 


The conquests of Alexander placed Macedonian rulers 
over the ancient kingdoms of the Orient, and introduced in 
Egypt and Syria an aristocracy of Macedonians and 
Greeks. The lady whose portrait is shown here undoubt- 
edly belonged to this class; found in Egypt, it is pos- 
sibly the portrait of Arsinoe II (born abo\it .S16 B. C.). 
It appears to be considerably idealized, yet the features 
are expressive of a distinct personality: the individual 
shape of the nose and the lips is noticeable. The detailed 
treatment of the hair is very fine, and is in interesting 
contrast with the more impressionistic method demanded 
by the technique of marble. The eyes were of another 
material and were inserted. 
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Portrait 3[nrhle. Serntxl Century A.Ik 

This head is sculptured in ^rray Asiatic marble o1 
very fine, close grain, and has a surface polish which 
is quite unusual in ancient sculpture. The mastery of 
material which has enabled the sculptor to reproduce 
the hard lines of the face and the texture of the skin 
permits us to suppose that it is a truthful portrait, and 
that if more were known of the subject his experience 
and character would prove to be reflected in this mar- 
ble. Details of technique show that it is to be assigned 
to the second century A. D. 
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Roman Portrait Terra-cotta, First Century B. C. 

The head shown above is unique as a portrait in terra- 
cotta, probably made with the use of a life mask. The face 
is more natural and animated than most casts from life, and 
the pose of the head seems characteristic of the man. The 
artist has sketched the hair and has suggested the momen- 
tary glance of the keen e3'es. Vividness of expression and 
literal rendering of detail make the head seem surprisingly 
modem. The subject is a Roman of the last century of the 
Republic. 
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Found in the valley 
of the Rhine, not far 
from Coblenz, thi.s 
statuette is a relic of 
the extension of 
Roman imperial power 
over western Germany. 
It reproduces a sculp- 
tural type of the fifth 
century B. C. A dis- 
tinguished .scholar has 
conjectured that it is a 
copy of the Athena 
Promachos of Pheid- 
ias, the colo.ssal statue 
of bronze which stood 
on the Acropolis of 
.Athens. The arrange- 
ment of the dre.ss re- 
calls that of other 
statue.s of .\thena 
which are attributed 
to Pheidias and his as- 
sociates. The width of 
the aegis, enveloping 
the body like a cloak, 
is unusual in .sculpture. 
The goddess held her 



spear in the left hand. The attitude of the figure has 
a constraint which is probably to be attributed to the 
copyist. 
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Aphrodite Fourth Century B. C. 

The artists of the period to which this figure is attributed 
knew so well how to please the eye through qualities of 
composition and general harmony of lines that even their 
less careful work is valued. This statuette is considered 
one of the most beautiful in the collection of the Museum, 
although its proportions are not faultless, and some details 
are neglected. Perhaps the most important element of 
its attractiveness is the simple and unaffected attitude, 
which has repose and yet suggests the possibility of grace- 
ful motion. 
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Graeco-Roman 


The many offices 
of Hermes are re- 
flected in the vari- 
ety of forms under 
which the god is 
r e p re sen t e d in 
Greek art. The 
archaic .statuette il- 
lustrated on page 
~‘i .shows him as a 
god of the flocks. 
The figure pictured 
here has unfortu- 
nately lost its spe- 
cial attributes, but 
the left hand origi- 
nally carried the 
wand of his au- 
thority as herald 
of Zeus: in the 
right may have 
been a pur.se, the 
symbol of his asso- 
ciation with trade. 
It will be noted 
that after the ar- 
chaic period he is 
always represented 
patron of athletes 


as a youthful god. His function as patron of athletes 
may have led to this tran.sformation of the type. There 
is a reminiscence of fifth century art in the proportions 
of the figure. 
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Cista Etruscan, Third Century B. C. 

Most of the cylindrical bronze boxes of the type illus- 
trated above have been found at Palestrina (ancient 
Prseneste) ; but the style of their ornamentation marks 
them as objects of Etruscan art. The drawings with which 
the cylindrical surface and the cover are adorned are 
of the same technique and style ns those on Etruscan 
mirrors. The chain handles are attached by rings 
which are fastened to the box without regard to the en- 
graved design. On one side of this cista is shown a camp 
scene; on the other are Furies pursuing a young man; on 
the lid, Dionysus and his attendants. Three lions in high 
relief crouch on the feet which support the cista. Such 
boxes often held the small utensils of the lady's toilet — 
mirrors, perfumes, unguents, and rouge. 
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Aphrodite 


Some works in terra-cotta were 
apparently scrupulous copies of 
popular statues. Such a copy 
of the famous “Diadumenos” 
of Polycleitus is known. The 
hgure shown here apparently 
belongs to this class of direct 
copies, although the original has 
not been identified. The subject 
is .\phrodite, but the form and 
motive.as often in Hellenistic art, 
are human. In perfection of de- 
tail and harmony of proportions 
it is at once distinguished from 
the common figurines of indus- 
trial manufacture. The color of 
the clay is an indication that the 
statuette was made in Smvrna. 


This figure of a reclining Heracles, found in Southern 
Italy, is also probably an imitation of a work on a larger 
scale and in a more valuable material. 'I’he hero has the 


excessive muscular development which Hellenistic sculptors 
attributed to 


him, yet even 
in this imita- 
tive work the 
head is char- 
acterized by 
marks of the 
intellectual 
power which 
controls an<l 
directs the 
physical 
strength. 



Heracles 


From Southern Italy 
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Statuettes from ilyrina. Second Century B. C. 


The necropolis of IMvrina, a city of Asia Minor, not far 
from Smyrna, has also yielded many terra-cotta figurines. 
They belong for the most part to a somewhat later date than 
do the Tanagra statuettes. Types of Eros and Aphrodite 
are very common among them. The figure at the right on 
this page, an Eros represented as drawing a sword, is a 
spirited example of the Myrina terra-cottas. 

The figure at the left, also from Myrina, was not made 
in a mould, but carefully fashioned by hand. The subject 
is again Eros, but he is here a child, as often in Hellenistic 
and Graeco-Roman art, and almost universally in modern 
pictures and sculpture. The whimsical fancy which has 
dressed this small god in the lion-skin of Heracles is equally 
characteristic of the Hellenistic age. The figure shows the 
empathy with w'hich the late Greek artists studied and 
represented the forms of children. 
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Engraved Gems 

The later development of the art of gem engraving 
is illustrated by the examples shown above. The figure 
of a wounded warrior on an Italiote gem should be 
compared with the treatment of the same subject on 
an archaic Etruscan scarab (see p. 94). Along with a 
distinct loss of freshness and vigor, the impression is 
given of a conscious striving for eifect on the part of 
the artist. The same suggestion of a studied pose de- 
tracts from the beauty of the intaglio of Hermes with 
a lyre, a work of the Augustan Age. The scene on 
the second seal is Alexandrian in spirit ; a Triton is 
swimming in the sea, supporting a Nereid on his back, 
while a Cupid and a dolphin sport in the waves before 
them. The excellence of the Romans in the field of 
portraiture is illustrated by the two intaglio heads in 
the lower row and the cameo of green turquoise with 
the busts of Livia and the young Tiberius. 
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Cameo (1 raeeo-Roman 

Cameos, representations in relief cut in precious stones, 
were highly prized by the Romans of tlie Imperial period. 
For the work illustrated here, one of the most renowned ex- 
amples of cameo engraving, the artist chose a sardonyx 
with a layer of cuje-aii-lait tinge above another of black, 
adapting the contrast of tones to a scene lit by a torch. 

Erotes, or Cupids, were often shown playing as grown-up 
people. Here thev are engaged at a wedding. A sturdy 
torch-bearer leads Eros and Psyche by a fillet. Eros clasps 
a dove in his hands. Psyche, clad in a long robe, with 
butterfly wings, walks close by his side; both are veiled. 
To the left an Eros holds a basket of fruit over their heads; 
to the right another stands near the couch. 

The group is so naturally composed and so animated that 
one almost forgets the subtlety of the technique which has 
given the idea complete and delicate expression vmder the 
difficult conditions presented by the material and the size of 
the gem. The cameo is signed by the artist, Tryphon. In 
the last century it was in the collection of the Duke of 
Marlborough, to which it came from the .\rundel collection. 
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Jfa/'ble Portrait IJrads 

Augustus^ S7 A.P. Beruitd Century A.P. 

Divine honors were accorded to the emperor Augustus 
in the provinces of the Roman empire even in his life- 
time, and the demand for portraits of liim must have 
been incessant. The head here reproduced shows him 
as a man of mature years. In its marked but not 
exaggerated realism it is in interesting contrast to 
another head of Augustus exhilnted nearby. The 
latter is an idealization rather tlian a portrait. 

The subject of the second portrait illustrated above 
is not known ; apparently it is a Roman lady of the 
time of the Antonines, for she wears her hair in the 
fashion of Faustina, the wife of Antoninus Pius. A 
breathing likeness of an intelligent, somewhat master- 
ful, and above all, aristocratic woman. Her eyes are 
small and near together, the nose is rather aquiline, 
the mouth expressive, the jaw firm. The fine head is 
admirably poised.” 
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Cast from an Arrettne Mould I tnUiye Scene 

Arretlum in Etrui'ia was the centre of the manufacture of 
red glazed pottery with decoration in relief, whose motives 
were probably copied from the work of Hellenistic silver- 
smiths. Casts from terra-cotta moulds made for the pro- 
duction of this pottery are shown on this page. 



Cast from an Arretine Mould 


Sacrifice 



122 


CLASSICAL ART 


Painted Vases 

Few objects of antiquity are more fragile than vessels of 
clay; none are harder to destroy altogether. Marbles suffer 
by weathering, and still more by violence ; bronzes fall into 
dust by corrosion ; but terra-cotta vases, though often 
broken in many fragments, are not subject to decay, and 
are of too common material to be appropriated to new uses. 

A collection of Greek vases not only illustrates the tradi- 
tions and principles of a minor art, but reflects the subjects 
and in a measure the style of mural paintings which are 
entirely lost. They are probably also to be associated 
closely with contemporary work in other lesser arts, such 
as bronze repousse relief and the inlaying of wood with 
ivory. Their value to the student of classical literature, 
religion, and private antiquities is apj)arent to one who 
considers the endless variety of mythological and genre 
pictures which ornament the ware of the cla.ssical age. 

Painted pottery was produced in Greece from an early 
date in the prehistoric period, and did not fall into 
disuse until the third century B. C. The earliest pot- 
tery was moulded by hand. E.'iamples in the case of 
Cypriote ware (Case 1 ) show its rude shapes and its 
primitive linear decoration, produced by scratching the 
surface with a pointed tool. The invention of the oven 
and of the potter's wheel made uniform color and sym- 
metrical shape possible; the substitution of painted or- 
nament for incised patterns led to far greater freedom 
and accuracy' of design. The series of vases from Crete 
(Case a) illustrate the development of the art during 
the second millennium B. C. ; the finely-washed clay, 
the gracetul shapes and delicate walls, and the spirited 
designs of the better specimens indicate the high stan- 
dard that was attained. The finest vases of the later 
part of this period were decorated with designs more or 
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less freely adapted from plant and animal life, particu- 
larly the life of the sea ; lilies, sea plants, and shellfish 
are common subjects. The Museum possesses a few 
late Mycenaean vases on which such ornaments are 
painted in dark, lustrous colors. 

A fairly sharp line separates the ware just described 
from the earliest pottery of the classical period. Heavier 
shapes prevail ; the ornament is mainly geometrical, not 
derived directly from nature, though crudely-drawn an- 
imals and men are not unusual ; many of the vases were 
made to serve as tomb monuments. Of this geometrical 
ware one case is shown (Case S). 

In the eighth and seventh centuries both the shapes 
and the ornamentation of pottery are based on Oriental 
models. On the ware of Naukratis, Rhodes, and 
Corinth (Cases 4-5), the lotus bud, the rosette, and 
spiral designs are seen, together with rows of animals 
both real and fantastic. The technical skill of the potter 
again rises nearly to the level of the best Cretan ware, 
and a lustrous black glaze is occasionally secured. 

In the sixth century Athens became the centre of the 
potter's art. The pure black glaze was combined with 
the rich red of the pottery to produce splendid results ; 
the shapes were refined, the conventional decorative 
ornament was confined to definite limits, and the inter- 
est of the vases was much increased by the use ot scenes 
of human interest, mainly mythological in character. 
In these scenes, some of which were signed by the 
painters, the figures were drawn in black glaze; pur|)le 
and W'hite were often added to bring out parts ot the 
figure, and details were incised with a sharp iiistruinent. 
Of these black-figured vases a few fine specimens are 
placed upstairs, but the main series is in Cases 6 7, 
13-15. 

About 500 B. C. the reversal of the colors — that is, 
the use of black glaze for the background and the red 
of the clay for the figures — permitted the use ot tine 
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black lines instead of incised lines for the details of the 
figures. In the first half of the fifth century skillful 
painters devoted their attention to work on vases, par- 
ticularly on kylikes, many of which were signed by 
the artists. The four most famous of these — Euphro- 
nios, Douris, Hieron, Brygos — as well as many others 
are represented by characteristic examples of their work 
(Cases 16^21, and Fifth Century Room, Cases 2, 3, 0 ). 

In Cases 11-12 the bl.ack v'ases with moulded orna- 
ment (bucchero ware) were pottery imitations of metal 
ware ornamented in relief. Most of these vases were 
made in Etruria, but a few small pieces from Greece 
are exhibited. 

The white vases with designs drawn m outline in Cases 
19 and 22 (lekythoi) were perfume vases, used fur the 
most part in connection with the burial of the dead. 
The freedom of the drawing and the occasional use of 
color lend them a special interest. 

The later development of vase painting in Southern 
Italy is illustrated in Cases 26-28. Here the effort 
was for picturesque results, and the drawing was care- 
less and sometimes crude. Occasionally the scenes 
represented and the rich effects are attractive in spite 
of the poor workmanship. 
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Coins 

The highest achievements ever produced in die engraving 
were the coins made by the Greeks in the sixth, fifth, and 
fourth centuries B. C. The types on these coins were the 
badges of the towns or authorities which issued them, attest- 
ing the weight and purity of the metal as a personal seal 
certifies the authenticity of a document. Their artistic 
value is that they reflect the incessant activity of the Greek 
imagination, which controlled even the design of an instru- 
ment of commerce. The point of view was detached and 
objective; symbolism and allegory of deep import were ex- 
cluded. The range of subjects was narrow, partly because 
of the nature of coins, but also because Greek public art of 
this period limited itself to simple themes related to worship 
or heroic myth and athletic contests, repeating old subjects 
rather than inventing new. It may be remarked that even 
in the decoration of these small objects, which would have 
been well adapted to pure design in low relief, the Greek 
did not escape from his dominant interest in the representa- 
tion of life. He preferred still to engrave forms of men and 
gods and beasts on his coins, though they had to be exe- 
cuted in high relief, which to modern eyes appears unprac- 
tical and undesirable in coins. 

Granted this limitation in choice of motives, the decora- 
tive skill of the engraver is abundantly illustrated — pre- 
eminently, perhaps, on such a coin as that of Xaxos (‘il), 
where the artist represented a satyr with his wine-cup, 
seated on the ground, and ingeniously composed within a 
circle which is completed by meansof theinscription. There 
is no loss of spontaneity in these difficult adaptions of sub- 


1, 2, 3, Athens. 

4, Ichnae, Macedonia; 5, Uncertain, Asia Minor ; 6, Caulonia, 
Italy. 

7, Thurium, Italy; 8, Himera, Sicily; 9, Terina, Italy. 

10, 11, Agrigentum, Sicily. 
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ject to space ; only in later designs, possibly in the delicate 
head of Demeter (14), made in .‘546 B. C., is there conscious 
effort in the modelling. The coins exhibit an unsurpassed 
skill in draughtsmanship and representation in relief. The 
creations of the earliest art are readily distinguished by 
their linear quality from those of later date, where the artist 
is more occupied with surfaces than with sharp edges. A 
comparison of the head of Athena of the sixth century (1) 
with the same subject issued fifty years later (3), or the 
cattle of Ichnae (4) with the bull of Thurium (7), or of the 
Heracles of Thebes (13) with the Hermes of Cyzicus (18), 
illustrates this fact. We are attracted by the drawing in 
the archaic coins; by the modelling in those of developed 
style. 

In a long series of objects of restricted size the observer 
becomes conscious of the limitations imposed by their 
minuteness, but the Greek breadth of conception and 
power to suggest the great by the little bursts through these 
bounds. The happy strength of the Greek artist to omit 
the accidental without becoming tedious, and record the 
essential while preserving the human and vital, finds lumi- 
nous illustration in this field. The sense of scale does not 
forbid us to see a statue in the archaic Apollo( ?) of Cau- 
lonia (6), or in the Nymph at Himera (8), or the seated 
Victory of Terina (9). The Heracles of Croton might 
adorn a pediment of the Parthenon, and the Hermes of 
Pheneus ( 20 ) be influenced by a work of Praxiteles. The 
unrivalled head of Hera on the coin of Pandosia (28) re- 
produces, probably, the head of a statue. 

Treatment of the same subject varies to a considerable 
extent. The Apollo at Chalcidice (21) resembles that at 
Rhegium (29) ; but these differ from his feminine appear- 


12, Archelaus I.; 13, Thebes, Greece; 14. Delphi, Greece. 

15, Alexander the Great ; 16, King Ly.simarhus. 

17, Amphipolis, Greece ; 18, Gyzicus. Asia Minor ; 19, Rhodes. 
20, Pheneus, Greece; 21, Chalcidice, Greece. 
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ance at Amphipolis (17) and the virile sentiment in his head 
as sun god at lUiodes (1!)). Again, the literal representa- 
tion of the eagle (o) is a conception distinct in aim from the 
picturesque rendering at Agrigentum (10, 11), and from the 
more plastic presentation of the bird in its struggle with a 
serpent (31). Another instance of variation of subject is 
afforded in the Theban and C'vzicene kneeling figures 
(13 and 18), where the .slight difference of treatment of a 
pose already familiar to us in the .\egina pediments, serves 
to distinguish Heracles from Hermes. 

Direct portraiture comes late in the period. Features of 
individuals may appear in the guise of a divinity in the mag- 
nificent head on the coin of Archelaus (hi), at the end of 
the fifth century, or in the somewhat earlier representation 
of Heracles at Camarina (30); the features of Alexander 
the Great may be suggested on his coins (15), but they are 
not certainly shown until his successor, Lysimachus 
(323 B. C.), placed them on his issues (16), though still 
with the attributes of a god. This is one of the earliest 
certain instances of the portrait of an individual head. 

Ancient coins were not chased or cast, but struck by 
hand. The difficulty of the jjrocess, when modern mechan- 
ical appliances were unknow'n, accounts in part for the 
irregularity of their shape; but it may Ije also supposed 
that this irregularity was long perf)etuated in reminiscence 
of the rough forms of ingots which passed as currency be- 
fore coins were stamped. Such a conjecture is made plausi- 
ble by the conspicuous lack of symmetry in the electrum 
coins of Asia Minor, which were made nearest to the place 
of the invention of coinage. 

It must be remembered that coins were produced, not 
primarily as objects of art, but by the thousand as instru- 


22, Croton. Italy: 23, Syracu.se, Sicily; 21, Naxos, Sicily. 

25, 26, Syracuse, Sicily. 

27, Syracuse, Sicily; 28, Pandosia, Italy; 29, Rhegium, Italy. 
30, Camarina, Sicily; 31, Elis, Greece. 
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ments of trade; we may readily forgive, therefore, super- 
ficial imperfections. No objects of Greek art better illus- 
trate the diffusion of Greek genius than the coins, which 
were issued not only by the great cities, but by many small 
towns throughout the Greek world, from the coasts of Asia 
and Thrace to Italy. We cannot judge of the motives which 
inspired their makers at a time when imagination was far 
more free than to-day, and the power of expression readier ; 
but it is hard to consider the stream of superb coins which 
poured from the mints of Sicily and Italy during the second 
half of the fifth century (for instance, 7-11 and 22-30) 
without the conviction that civic pride induced general 
rivalry and stimulated artists to supreme effort. The 
climax was reached in the work of the artists Cimon and 
Evaenetus. Cimon ’s facing head of the goddess Arethusa, 
with dolphim gambolling among her streaming tresses 
(23), and the barley-crowned head of Persephone by 
Evaenetus (25) were accepted as standards in antiquity, 
and the Persephone has influenced many modern coins. 

Note. A guide to the Catharine Page Perkins Collection 
of Greek and Roman Coins has been published by the Museum 
and may be consulted m the Library. A Catalogue of the 
Greenwell- Warren Collection, purchased from the Pierce Fund 
in 1904, has also been published: Regling, l>ie griechUchen 
Miinzen der Sammluug ^\’arren, Berlin, lUUS. 
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WESTERN ART TO THE END OF THE 
RENAISSANCE, 1600 


B y the second century A. D. there were Christians in 
nearly all parts of the Roman Empire. As far as the 
new religion found expression in art, it made use of 
simple symbols and symbolic pictures executed in the 
Roman manner. This use of symbols was in accord 
with the intellectual tendency of the time. 

The first monumental Christian art was produced after 
the recognition of Christianity by the state in S'iT, under 
the Emperor Constantine. The old basilicas of St. Peter 
and St. Paul and others were then built outside the walls 
of Rome over the burial places of the early saints and mar- 
tyrs. The materials were often taken from Roman temples, 
but new works of Christian art, glass mosaics in glowing 
color, decorated the interior walls. On these mosaics and 
on the contemporary sarcophagi and miniatures appeared 
direct representation of Old and New Testament scenes 
in addition to the symbols of the early Christians. 'I'he 
literary imagery of the Jewish writers was translated into 
pictorial and plastic forms by a people who had long been 
familiar with such expression. 

Christian churches rose in many parts of the Empire ; in 
Rome, in Syria, and in Constantinople, the new capital 
founded by Constantine in 330 on the site of the Greek 
colony of Byzantium. .\t Constantinople the later art of 
Rome was again brought into contact with Greek tradition, 
and, influenced by Syria and Persia, it culminated in the 
magnificently decorated church of Hagia Sophia built in 
the sixth century. This church is now a Turkish mosque. 
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During the centuries that followed, while the nations of 
Western Europe were still in the making, there existed 
brilliant civilizations in the Ijcvant and at Constantinople. 
The most important period of Byzantine art extends from 
the middle of the ninth century to the middle of the eleventh. 
Many ivory carvings, objects in gold and silver, bronzes and 
textiles, in the beautiful workmanship of this time, reached 
Western Europe through Southern Italy and Venice. The 
Byzantine influence in the art of the Russian people dates 
from their conversion to Christianity, al)Out the year 1000. 

Under the inspiration of the new religion of Islam, the 
Arabs, in the seventh century, compiered Syria and Egyj)! 
and Northern Africa and Southern Spain. The cities of 
Bagdad, Damascus, and Cairo lx.>came centres of a new 
civilization, vividly portrayed in the “Arabian Nights.” The 
religion of the Arabs forbade them to rej)resent the human 
form; their efforts centred in design and color. The 
achievements of later Islamic art include the Alhambra at 
Granada (about IttOO), the mo,s(jues of Constantinople 
(alter 14.5”), the buildinjvs, ceramics (see ])p. 
and textiles (see pp. ‘I.SO-g.'lti)!)! Persia and Asia Minor, 
and some of the finest architectural monuments of Central 
Asia and India. 

Western Eurojie in the early Middle Ages found artistic 
expression in the churches of the Romanesque type. Their 
somewhat heavy exteriors and round-arched windows, 
arcades, and vaults unite Byzantine, Roman, and Northern 
elements. They are found on both sides of the Alps with 
many local variations and often wdth a profusion of sculp- 
tured ornament. The be.st belong to the eleventh century. 

The problem of the stone vault, onlv partially solved 
during the Romanesque j)eriod, made great f)rogress in the 
twelfth century with the general application of the pointed 
arch. The Gothic cathedrals which then arose were, like 
the Romanesque, shrines of the Christian religion and the 
expression of the ideals of a great religious age, but they 
grew up among peoples in Northern Europe whose tempera- 
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nieiit and art were also tlie product ot the realities 
about them. The result is an art in which tlie Roman 
element for the time heino is almost entirelj' eliminated. 

The great height and slenderness of the supports of the 
Gothic cathedral were made possible by outside buttresses, 
while the concentration of the weight of the building on 
separate piers and columns permitted huge open spaces in 
the walls. These were filled with glass, jewel-like in its 
radiant color, framed in beautiful stone tracery. Skilled 
carvers in wood and stone decorated pinnacles, capitals, 
choirs, and doorways with ornament derived from local 
plants and from the structural forms of the building itself, 
and with little mechanical repetition. Grotesque monsters 
formed the gargoyles or waterspouts, and the drajjed human 
figure carved in stone served both for ornament and for in- 
struction. In France almost the whole body of science, 
nature, history, and religion, according to the mediaeval 
divisions, was represented in stone pictures upon the 
cathedral. 

In the thirteenth and fourteenth centuries Gothic art was 
perfected and spread over Western Europe. In the Fran- 
ciscan and Dominican churches and the civic cathedrals of 
Italy it often became an ornamental addition to the different 
local Romanesque styles. 

During the thirteenth century the cities along the Euro- 
pean routes of trade rapidly increased in importance, espe- 
cially the fortunately located cities of Italy. In Tuscany, 
Pisa developed earliest. Already in the eleventh and 
twelfth centuries its white marble cathedral had become a 
model for its neighbors. In Xiccolo Pisano carved 

his pulpit reliefs, drawing some of his motives from antique 
remains. The works of his successors show strong Gothic 
influence (see p. q tti). The city of Siena next rose to im- 
portance. Its school ot painting, although founded on 
Byzantine works, early showed a growing freedom from 
tradition and it pos.sessed a decorative charm wholly its 
own (see the altar-piece by Bartolo di Iredi in the 
Picture Galleries). 
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Florence, which gained real importance for the first time 
in the thirteenth century, began, shortly before 1300, the 
group of Gothic buildings which are the present landmarks 
of the city. Contemporary with Dante, Giotto di Bondone, 
the first of the long line of master painters of Italy, pro- 
duced his dramatic story-telling cycles of frescoes at Assisi, 
Padua, and Florence, including those portraying the life of 
St. Francis. After Giotto’s time mural fresco painting 
occupied a leading place in the art of Italy. 

In the early fifteenth century a German school of painting 
developed in Cologne (see p. 150), and the first master- 
pieces of Flemish painting, the work of Hubert and Jan 
Van Eyck, appeared (after 1 4 ;{o). The Flemish painters 
began the successful use of oil as a medium, and their 
influence on contemporary Italian painting, though not 
yet clearly defined, must have been important. Besides 
this development of painting (see p. 1 42), the fifteenth 
century and the next witnessed beautiful developments 
of late Gothic architecture in Flanders. About the 
year l.iOO tapestry weaving reached its height (see pp. 
2.S;-241-). 

The vigor of Italian life and intellect produced at this 
time a great burst of creative art. The direction of its ex- 
pression was determined to a great extent by the newly 
awakened interest in the literature of Greece and Rome, 
much of which had been unknown to the Middle Ages. 
New ideas from these sources now profoundly influenced 
conduct and society. 

The pioneer of the classical movement was Petrarch, 
(d. 1374). His teaching as to the mutual relations of the 
patron, the artist, and the man of letters, and his appeal to 
talian pride in ancient Rome, helped develop every art. 
Florence was the centre of the movement. Its citizens 
made collections of ancient gems, coins, and manuscripts, 
founded libraries, and attracted scholars. The first effect 
o the classical texts was less scholarship than inspiration 
and a gradual growth of the humanist point of view. 
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Under the patronage of the Medici, in the early fifteenth 
century, there arose at Florence a group of artists who had 
broken with the traditions of the followers of Giotto, and 
whose work, free, spontaneous, and human, was in accord 
with the new ideals. Their realism, their idealism, their 
religious feeling, their increasing paganism, reflected the 
opposing forces of the times. With decorative details of 
great delicacy and refinement, not as yet mere imitation of 
Roman work, their art possessed the qualities of sobriety 
and restraint and showed a sympathetic treatment of child- 
hood and an increasing interest in humanity. The Church 
welcomed this art and made use of it. In the sculpture of 
Donatello and his contemporaries, and the paintings 
of Masaccio, Fra Angelico (see p. l+S), Fra Filippo 
Lippi, Botticelli and others at Florence, in the art ot 
the hill towns from the valley of the Arno to the 
upper reaches of the Tiber in Umbria, and in that of 
the valley of the Po, Italy interpreted and visualized 
the Christian religion in a manner never to be forgotten. 

At Venice the earlier painters were followed by Giovanni 
Bellini, who fiainted many Madonnas grave and serene, still 
showing traces of the old hieratic Byzantine art, but ren- 
dered in the superb color which was the distinctive beauty 
of the Venetian school. (See the altar-piece of Bartolom- 
meo Vivarini ; the Pieta of Crivelli, p. 1-15; and the en- 
gravings of Mantegna in the print collection.) In the mak- 
ing of beautifully printed books Venice led the rest of Italy. 
Sincerity of purpose characterized the art of the fifteenth 
century. Its e.vpression was far more genuine than much 
of the technically perfected art of the next generation. 

With Leonardo da Vinci’s Last Supper, completed at 
Milan in 1498, the golden age of painting began in Italy. 
The Popes became the most magnificent of patron?. 
Among the artists at Rome, Raphael best embodied the 
Renaissance spirit. In the Stanza della Segnatura in the 
Vatican he painted, in the humanist manner, frescoes repre- 
senting religion, poetry, philosophy, and the cardinal vir- 
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lues (standing for character), a sy nthesis which the mind 
of the Renaissance continually struggled to grasp. (See 
the engravings of Marcantonio Raimondi after Raphael in 
the print collection.) The splendid frescoes of Old Testa- 
ment subjects by Michelangelo in the Sistine Chapel belong 
to this period. At Venice Giorgione and Titian, with many 
others little inferior to themselves, reached a higher techni- 
cal stage in painting, and interpreted their subjects in a 
manner more secular and magnificent than religious. 

After 1500 direct imitation of Roman and late Greek 
art became more pronounced. The new St. Peter’s was 
begun in 1506. The -\|)ollo Belvedere, discovered in 1-191, 
and the liaocoon, discovered in 1506, became models for 
seulpture. Raphael drew up plans for the restoration of 
ancient Rome. Original Greek works had small influence 
as compared with Roman works: even the temples at 
Paestum, near Naples, were ignored. 

Meanwhile there was a vigorous artistic renaissance in the 
German cities along the routes of trade. The Gothic 
carvers and metal workers of the important commercial 
city of Nuremberg were famous. Its i)ainter, Wolgemuth 
(see p. 15.‘j), was the teacher of Albrecht Diirer, who, like 
I^eonardo da Vinci, was a thinker and a W'riter. (Diirer ’s 
engravings and woodcuts may be studied in the print 
collection.) Contemporary with Diirer were the two Hol- 
beins, painters of Augsburg and Basle. 

The first half of the sixteenth century was the most 
dramatic period in Italian historj’. It saw, along with the 
culmination of Italian art, the loss of Italian liberty. The 
mutually jealous small city-states of Italy failed to unite 
against the outside enemy (Spain, France, and the Ger- 
mans), and the greater part of the peninsula passed under 
foreign control. Milan lost its independence in 1499, Rome 
was sacked in 1527, the republic of Florence came to an 
end in 1531. Venice, although humiliated, remained safe 
on her islands, and in her territories painting continued to 
flourish all through the century (see pp. 148 and 149), as 
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did literature for a shorter period at the neighboring court 
of Ferrara. 

During this century lace-making was developed in Italy 
(see pp. 55;j to 260), and majolica ware was produced 
in many of the towns on the eastern slopes of the 
Apennines (see p. 2.50). The dome of the new St. 
Peter's at Rome was finished aljout UiOO. 

Conquered Italy became in matters of art the teacher of 
Nortliern Europe, where the great Gothic movement had 
spent itself. In France Italian influence early appeared in 
the royal palaces or chateaux of the valley of the Loire, with 
their happy mingling of native Gothic forms and Renais- 
sance ornament. The spirit of the Renaissance was, how- 
ever, too often misunderstood in the North, where the later 
works were usually imitated rather than those of the earlier 
and more inspired period. G. M. B. 

S. Reinach, AjwUo, an illiistTaled Manual of the History of Art 
throughout the Ages, trans. Simmons, 2d edition. N. Y., 1907; 
A. Michel (ed.), Hisfoire de Cart, Paris, 1905-06, 4 vols. have ap- 
peared: the historical background may be obtained in J. H..R0I)- 
mson. An Introdudion to the History of Western Europe, Boston, 
1902; convenient introductory books are O. M. Dalton, A Guide 
of the Early Christian and Byzantine Antiquities in the British 
Museum, London, 1903, and W. R. Lethaby, Mediaeial Art, 
312-1350, N. Y’., 1904. For the Renaissance see E. Miintz, 
Histoire de Cart pendant la renaissanre, 3 vols., Paris, 1889-95. 

F or painting consult ; Crowe and Cavalcaselle, H istory of Paint- 
ing in Italy, London, 1903, ed. Douglas, 2 vols. have appeared ; 
Blashfield and Hopkins edition of t'asari, 4 vols., N. Y ., 1897 ; Wolt- 
man and Woerman, History of Painting, 2 vols., N. Y., 1880-85; 
Bryan, Dictionary of Painters ami Engrarcrs, editeil by G. C. 
Williamson, 5 vols., N. 1903-05; R. Muthcr, Hustory of 
Modem Painting, 3 vols., Ijondon, 1895-96. The study of painting 
can be supplemented to advantage by the use of the print collection. 

Single painters and specml subjer'ts are treated in siich series of 
monographs as the Great Masters, tlie Duckworth series, the Knack- 
fuss series, and many others contained in the Museum Tabrary. 
Use should also l)e made of the tho^isjimls of photographs in the 
Museum Collection, and The Manual of Italian Renaissance 
Sculpture as illustrated in the Collection of Casts, pubhshed by tlw 
Museiun, 1904. 
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Marriage of Saint Catherine Sienene Srhool, Fourteenth Century 


Allied to the work of Lippo Memmi, thoufrii not in 
technique strictly typical of him. The central small 
group shows two young knights throwing down their 
arms to embrace. Above, the inscription, AricodiNen 
Arighetti had this panel made’’ (fece fare questa tavola), 
suggests a votive picture grown out of fear and hatred 
likea flower from the mire. The Arighetti are mentioned 
in Sienese fourteenth and fifteenth century records. 



Madonna and Child with Angels. Saints and a Thinar 
Cra Giovanni da Fiesole. called Beato Angelico, ldd7-14od 


This little p«nel, iii tempera, which measures in 
height and width only eleven and a halt inches, is a 
typical example of Fra Angelico, suggesting both his 
ecstatic devotion to the mysteries of religion and also 
his interest in the contemporary nn>veinent toward 
scientific investigation. The Virgin and Child and the 
adoring angels are painted with that mystic sweetness 
and holy joy which have produced the sentimental 
affection so generally felt for Fra Angelico, and the 
human figures with a marked interest in reality. 

Gift of Mrs. W. Scott Fitz. 
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Carlo Crivelli, after having learned his art in Venice, left 
that city never to return, and his pictures were painted in a 
group of small towns, east of the Apennines, near the Ad.i- 
atic coast, between Ancona on the north and Ascoli on the 
south, a disputed town on the border of the Papal states and 
the kingdom of Naples. This was a region little affected 
by the Renaissance, and here he was able to work undis- 
turbed by outside influences and without serious rivals. 
Hence his art retains many characteristics of the early 
Venetians before Bellini, although enriched by his own 
development. 

The painting on the opposite page is probably a 
detached panel from a large altar-piece ; it is in 
tempera on wood and is inscribed Opjis Caroli Crivelli 
1485.* The strongly individualized heads, almost harsh in 
appearance, occurring side by side with a beautiful fece, 
and the angular hands are characteristic, but the quiet 
seriousness of expression usual with (.'rivelli, is here and in 
other representations of the Pieta replaced by an attempt 
at violent emotion not wholly successful. 

The architectural details and the festoons of fruit show 
the influence of the school of Padua. Crivelli, unlike Squar- 
cione and Mantegna, has not copied literally the marble 
festoons from Roman sarcophagi and altars (first popu- 
larized by Donatello), but has rendered the fruit in a most 
natural manner, in striking contrast to the archaic figures. 

The decorative features of the painting, the elaborate 
textile patterns, the wide spaces of enamel-like color, the 
us« of gold, and the absence of strong contrasts of light and 
shade, recall the best features of the old Venetian school 
and illustrate one of the most attractive sides of Crivelli’s 
art. 

* Rushforth, Carlo Crivelli, pp. 66, 67 and 103, London. lOOtt 
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Portrait called Giovanni Bentiroglin, mS-ldW 
Andrea da SolariOy 1^5S~lodO 

Solario was the most able as well as the most inde- 
pendent of the Milanese painters who were influenced 
by Leonardo da Vinci. His method was considerably 
affected by the painters of Venice, where he lived for a 
few years. In this jjortrait, which is so carefully painted 
that it has an enamel-like quality, he has represented a 
resolute, aggressive personality, a man of physical as 
well as mental vigor. 
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Ma<innna and Child 

Attributed to Hurtolommeo Sitardi^ called Bramantino 
About 1460 to about 1536 


Bramantino, whose appellation is due to his intimacy 
with Bramante, belonged to the group of artists who 
founded the Milanese School; his works are very rare, 
but he exercised no little influence on his contemporaries. 
The balance of the composition and the harmony and 
delicacy of the color contribute to the charm of the 
picture. The tree partly cut down symbolizes, perhaps, 
the Old Dispensation, the >ouug branch symbolizing 
the New. 
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Count Alhorgheiti of Jiorgamo and Ills Son 
Gioeanni BatlUta Moroni, 1520 (? )-I57S 

Many painters, influenced by Venice but retaining 
their own local characteristics, flourished in Venetian 
territories. Moroni's truthful portraits were painted 
at Bergamo. In that above, the father has just finisued 
a letter and handed it to his son to deliver. 
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Ptirf nilt YittvrH Carpttcrio, IfrJ * ' 

This portrait t>j' Carpa<-t'io is distiiijfuished for the 
soundness and force of its structural draufjlitsnianship, 
and the strength of its color. There is a feeling of 
uncompromising definition in the forms, witli the ob- 
jectivity that is present in most portraits by file olil 
masters. There is no idealization of the senator's 
human qualities, which arc keenly observed, and 
honestly represented . 



This 
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GERMAK 




Portrait nf a Lady 
I/ncas Cranach the Elder, t47S-15SS 

This thoughtful portrait, representing Cranach in his 
graver mood, is dated 1549, the year before his niag- 
niticent portrait of himself ■which is now in the L ffi/.i, 
and four years before his death, at the age of eightj - 
one. In his later style the coloring is sober, but the 
forms are more graceful and his drawing is marvellously 
sure. Though he has not the insight of Durer or 
Holbein the younger, his portraits are sincere and 
individual, and achieved the greatest popularity. 
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The Death of the Virgin, by Michael Wolgemuth, is an 
exceptional example of a master little known, especially in 
America, though he is worthy of honor, both for his own 
vigorous and individual, if somewhat provincial style, and 
for the influence he exerted upon his more celebrated pupil, 
Albrecht Diirer. 

The legend of the Death of the Virgin relates that the 
Apostles were witnesses of the event, having been miracu- 
lously gathered from all parts of the world. They are rep- 
resented in the eleven figures with halos, the twelfth being 
perhaps Matthias, the successor of Judas, shown without a 
halo because the choice of the Apostles them.selves and not 
of their Leader. St. John holds a palm leaf before the 
Virgin, another lifts his hand in benediction, a third 


carries the aspergillum with holy water, a fourth hears 
the cross, and a fifth blows to rekindle his censer. 
Strong coloring undimnied by age, careful and elal)- 
orate representation of stuffs anil ilrapery, emphatically 
modelled faces- — portrait-like and individual — all are 


united in this picture. 

The inscription in the panel .at the base reads: “In the 
year of our Lord 1479, on the Friday before St. Walpurga’s 
Day, departed this life the honorable Mistress Hedwig 
V olkamer, to whom may God lie gracious anil compassion- 
ate. Hedwig Tucher married Hart wig Volkamer the 
younger, who died in 14C7, she surviving until 1479. The 
coat-of-arms on the left is the escutcheon of the Volkamer, 


and that on the right of the Tucher family. In the two 
kneeling figures of groom and bride, youthful and quaint in 
dress and bearing, this memorial altar-piece perpetuates the 
memory of the husband and wife. 
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This remarkable portrait of Pray Feliz Palavicino is one 
of the finest works of El Greco. In the ruffled hair, the 
ashen cheeks, the brilliant eyes and refined hands of Fray 
Feliz, who is dressed in the robes of the Trinitarian order, 
the painter has here most forcibly presented the personality 
of the acute, nervous, fiery ecclesiastic. What Fray Feliz 
himself thought of the portrait he expressed in a sonnet 
addressed to the artist, ' a translation of which follows : 

O Greek divine ! We wonder not that in thy works 
The imagery surpasses actual being, 

But rather that, while thou art spared, the life that’s due 
Unto thy brush should e’er withdraw to heaven. 

The sun does not reflect his rays in his own sphere 
As brightly as thy canvases. I'lioii dost 
Essay, ani like a god succeed. Let nature try; 

Behold her vanquishal and outdone by thee ! 

Thou rival of I’roinetheu.s in thy (lortraiture. 

May’st thou escape his pain, yet seize his fire: 

This does my soul for thee mo.st ardently desire; 

.And after nine and twenty years of life, 

Betwi.xt thy hand and that of God she stands perple.xed. 
And doubts which is her body, where to dwell. 

Domenico Theotocopuli, called El Greco, El Griego, or 
Dominico Greco, was born in the island of Crete and trained 
in Venice. He went to Toledo in 1575, where he died in 
1614, His original but somewhat eccentric genius did not 
find favor with King Philip II, who was then carrying for- 
ward the decoration of the Escorial palace. Many of El 
Greco’s portraits are admirable, and it is possible that 
Velazquez was influenced by them. El Greco was also a 
sculptor and an architect. 

* Palomino, El Muaeo Pictonco, Madrid, 1797 ; t. II, p. 428. 
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Portrait of Fray Feliz Hortensio Palaricino, painted 1609 
El Checo {Domenico Theotocopidi), 1545{?)~16I4. 
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Velazquez has 
here painted a 
more youthful face 
than appears in 
any of the other 
portraits of the 
royal family. 1 1 
is that of a boy, 
not wholly at ease 
in his position, and 
rather resentful of 
his self-conscious- 
ness. The figure 
is standing beside 
a table covered 
with dull crimson 
velvet, upon which 
rests his hat. His 
dress is black, re- 
lieved only by a 

Head jrom PortraH hy Velazquez golden chain and 

the Order of the 

Golden Fleece and the linen at his wrists and neck. His 
left hand rests on tl\e hilt of his sword ; in his right he 
holds a paper. The absence of self-display in the dress and 
the sobriety of the surroundings accord with the fashion of 
the Spanish Court at the moment. 

This picture probably dates from 16'23, in which year 
V^elazquez became court painter. In it are seen all the qual- 
ities of his earlier work: the outlines of the figure are 
sharply drawn, the modelling is hard and lacks atmosphere, 
the painter works very' near his subject with sharp per- 
spective, the light is from the left, the background almost 
empty, the hands well sha|)ed and conspicuous, and a 
closely- woven canvas is n.sed with reddish brown under- 
painting. In a full strong light one sees the beautiful draw- 
ing of this figure, the determinate lines of the body, and the 
details of the dark clothes. 
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Early Portrait of Philip IV 
Diego Velazquez, 1593-1660 
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The picture on the 
opposite page represents 
the son of Philip IV, 
with the dwarf, the 
attendant provided for 
royalties according to the 
taste of the time. The 
pair are at play. The 
prince is clad in a quaint 
mixture of infant dress 
and toy armor. lie wears 
a steel gorget and has one 
hand placed on his min- 
iature sword ; a sash 
crosses his chest ; a baton 
in his disengaged hand is 
used as a support: his 
dark green frock is em- 
broidered with gold, with lace at the neck and wrists. A 
plumed hat lies on a cushion oj)|>osite him. The dwarf 
stands on a lower step of the dais holding a silver mace-like 
bauble and an apple. The prince's face is verv beautiful 
and winsome with his blue eyes, bright, clear complexion 
and scant flaxen hair. The picture has a golden red under- 
tone which shows through everywhere. 

Uon Baltazar Carlos, eldest son of Philip IV, was bom 
in ] 6'29. This portrait, in which he is only about two years 
old, is the earliest of a most interesting series painted at 
different times during his boyhood, showing him in hunting 
dress, on horseback, and in ordinary' dress. The prince died 
in 1646, when only’ seventeen years old. The Infanta Mar- 
garita, bom 1651, daughter of Philip IV and his second 
wife, appears in another charming series of portraits by 
Velazquez, including the famous I,as Aleninas (the Maids 
of Honor), painted when she was between three and seven' 
years old. In 1659, the year before his death, Velazquez 
painted the little prince, Philip Prosper, then only two years 
old, W’ho died two years later. 



Don Baltazar Carlos 
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Don Baltazar Carlos and his Dirarf, painted 16S1 
Diego Velazquez, 1599-1660 




Corotmtion of the Virgin 
Spanish School, end of (he Fifteenth Century 


An effort after richness in the decoration of fabrics, 
accessories, and the use of gold is ciiaracteristic of 
panish painting up to the end of the si.xteeiitJi cen- 
turj . Flemish and Italian influences frequently mingle 
m it. Often a number of figures are grouped 'within a 
narrow space. 
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Portrait Pranriftro Goya y l/ttcirntes., 17 Jf6~lS2S 

A young man of slight build and delicate features, 
dressed in the costume of his time, stands near a table 
on which are writing matcrhds. He is believed to be 
the artist's son. This portrait was probably painted 
before the larger one illustrated on the following jiage. 
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Portrait of a Man Francisco Goya y Lncientes, 1746-1828 

Goya, to whose work French artists of the nineteenth 
century are indebted, became painter to Kin^ Charles IV 
in 1789, His etchings depict contemporary Spam, m 
the scenes from the Bull Ring, in the bitterly satirical 
Caprichos (to be seen in the Museum collection of prints!, 
in the Miseries of War, and in other series. 

This portrait is an example of Goya's most virile and 
at the same time most finished work. 
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Dutch Painting 

The Dutch people, Protestant in their religion, rich 
through their ocean commerce and their possessions in the 
East Indies, self-reliant, and independent after the success- 
ful termination of their eighty years’ struggle against Span- 
ish control, became definitely separated in the seventeenth 
century from the people of the Southern Netherlands. 
Those" provinces still belonged to Spain and remained 
Catholic, and there Rubens continued to paint Italian tra- 
ditional subjects, although he interpreted them in a thor- 
oughly Flemish manner. 

The great Dutch ‘ painters took little interest in Italian 
religious pictures, or in mythological or historical subjects, 
and in spite of the activity of the Dutch printing presses 
they had no literature of their own to put into painting. In 
a time of wars abroad and confusion of struggling parties at 
home, they preferred to ignore the hero, the fighting man, 
and the stirring episode. Instead they painted portraits of 
individuals, civic and corporation groups, quiet interiors 
and homely scenes, broad sweeps of sky over a landscape 
with cattle, and the commonest of everyday incidents. 
Many of theii wonderful paintings of game, fruit, and 
flowers were simply signs for dealers. 

These painters brought an unfettered mind and eye to 
see their subject, and their art clothes it in color and in 
wonderful light and shadow. The careful workmanship 
and the soundness of their technical methods raises their 
pictures above the unimaginative literal rendering of the 
life of a provincial people, and makes of them works of 
universal interest; a portrait by Rembrandt is a master’s 
study of the human face seen in varying conditions of light 
and shadow, or a picture by Pieter de Hooch (see p. 168 ) 
is above all else a marvellous rendering of sunlight coming 
into a darkened interior. Even when the picture is a coarse 
tavern scene or a prosaic meat shop, the true sense of color 
and the finished workmanship so delight the eye that sub- 
ject and composition are forgotten. 

Cf. Eugene Fromentin, The Old MaMere of Belgium and 
Holland, trails. Robbins. Boston, 1882 . 
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Portrait of a Lady Franz Hals, t5Sl(f)-166e 

The quiet, self-reliant, smiling la<ly whose portrait ap- 
pears in this picture, is seated in a favorite attitude of the 
artist, a book in one hand, the other grasping the arm 
of her chair. The picture is signed 1018 ; in it the 
characteristics of Hals’ later manner may be studied. 
The greater part of Franz Hals’ life was spent in Haar- 
lem, where the finest series of his works is still to be 
seen in the Town Hall. 
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River Scene Jan Van Qoyen, JB96-165S 

Jan Van Goyen was one of the few greater Dutch 
artists whose birthdate falls before tliatof Rembrandt. 
Of the Dutch landscape, brought to its i)erfection later 
by Ruysdael and Hobbema, \'an Goyen is called the 
creator. His life was passed within a few leagues of 
The Hague, where he became a substantial citizen. 
Portraits of Van Goyen exist by Franz Hals, \ an Dyck, 
and Van der Heist — an engraving of the latter bearing 
the inscription “genuinus Pictor Regionum ” (“ born 
painter of the region ”). The present panel is signed 
and dated 16 . 55 , the year before V an Goyen's death, 
and the delicate veil of warm tone bathing the land- 
scape marks his latest manner. The intimate and quiet 
charm of his work has given Van Goyen an enduring 
fame. His pictures are at once important historically 
and enjoyable for their own sake. 
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Porirai'f of the Wife of Pr. T^irholas Tulp 
Hembrandt Van Hyn^ 1607-1669 
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Dutch Interior pieter de Hooch, 1632(Y)-16S1{>) 

In a room, darkened by a drawn curtain and lighted by 
an open door, are two women. One of them, stooping, is 
lighting the fire; the flame makes a bright spot in the 
gloom. The other woman holds a basket as if about to set 
out for market with the dog. Her red shoe is another bright 
spot of color. The next room, where the lower step and 
rail of a stairway can be seen, is filled with light from many 
windows. A bright ray of sunlight comes in through the 
open door striking along the edge of the casing, in contrast 
with the reflection, on the partition between the window 
and the doorway, from a red curtain at the outer window. 
Outside is a canal ; on the opposite side a row of trees with 
figures of passersby, beyond them houses facing the canal, 
with the full sunlight lighting up their red-tiled roofs. 
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Portrait of a Lad^ H. Mem. 1 BSS- 169 S 

A product of Maes’ maturity like this brilliant picture 
is generally more interesting to a student of painting 
than either his earlier or his later work. At first he 
painted with a simple fidelity, although according to an 
elaborate system, which later became a very florid use 
of thin color and a brilliant palette. He has endowed 
this portrait with all the distinction at his command, 
composing a rich background of blacks and grays, which 
both harmonize with the sedate and gentle dignity of the 
figure represented and serve to enhance its fragility and 
pallor. 
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The wealthy commercial and manufacturing cities of 
Flanders developed a brilliant school of painting in the 
fifteenth century. Their pictures are the first wholly suc- 
cessful combination of color with oil, and, whether secular 
or religious, they depict the things in which the contem- 
porary Flemish burgher took an interest. Bright textiles, 
jewels, portraits, architectural detail, landscapes which 
seem to be viewed through a reducing glass, are painted in 
warm color, and the influence of the miniaturist's art is very 
apparent. 

The picture shown opposite is a beautiful example of the 
early Flemish school. Although ordinarily attributed to 
Rogier van der Weyden, it is argued with some reason that 
it is by Gerard David. The subject is St. Luke drawing 
the portrait of the \'irgin, one of the legends of St. Luke. 
His usual symbol, the ox, is seen in a small room at the right, 
under the colored window and the book. The Virgin is 
seated under a canopy of Flemish brocade, on a Gothic 
wooden bench, on which is carved the Temptation of Eve. 
A loggia opens upon a garden with violets and other flowers, 
where a man and a woman are looking over a parapet. 
The distance presents one of those landscapes which the 
Flemish artists delighted to paint. 

The picture is upon an oak panel, and, like many other 
productions of these wonderful painters, is remarkable as 
well for its draughtsmanship and the establishment of forms 
in pure gnsaille as for its color in its completed state. It is 
repainted in parts. The columns, the cushion on which the 
Saint kneels, the dark folds of the Virgin's robe, and the 
sky and distance on the right, are easily distinguished as the 
work of a restorer. Beautiful as the original work is when 
viewed close at hand, its color is still more luminous when 
looked at from a distance. 
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Anna Marta de SchotU Anthony Van Dyctc, 

A burgher’s wife dressed in her most costly gown. This 
portrait is identified with that formerly over the family 
tomb in the cathedral of St. Gudule at Brussels.' 


’ Rooses, FUnfzig ileisterwerke von Van Dyck, Leipzig, 1900; 
p. 85 




Amavld d'AndiUy Philippe de Champaigne, 160^-167^ 

In 1647 Arnauld d’Andill/, elder brother of the famous 
Dr. Antoine Arnauld, had deserted the court of Louis XIII 
and was living at the Abbey of Port Royal des C humps, 
not many miles from Versaitles, where he devoted himself 
to the religious life and to intellectual pursuits and the culti- 
vation of his garden. The portrait shows him as he was, a 
man of intelligence and amiability- Philippe de C ham- 
paigne, Flemish by birth but French by choice, was the 
painter of Port Royal, and d’Andilly a noted adherent. 
Artist and subject make this painting an historic document 
of moment. 




Parnassus Clauifs OsllPe, railed Lorraine, 1600-168d 

Farnassjs, one of the lew paintings in the Museum 
representing a ni,\ thologieal subject, is an important 
example of Claude Lorraine, who iiainted especially 
landscapes, in which he endeavored to express various 
effects of light and transparent atmosphere. He exer- 
cised a great influence upon modern painters, upon 
Turner in England and Corot in France. 

This picture was jiainted for the Constable Colonna 

m lO'hl. In the disposition of the figures of the picture 

Claude was inspired by the famous fresco of Raphael in 
the Vatican, representing the same subject. The Muses 
are assembled on Mt. Helicon, listening to the lyre 
of .\pollo ; nearby is the fountain Hippocrene, which 
Pegasus caused to spring up with a blow from his hoot. 
But in a picture by Claude the figures always count for 
little; its charm lies in the poetically-conceived land- 
scape, with its harmony of line and delicately-blending, 
soft color, 
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'rite Jlitlf <it file Fiiiiiitahi Fraii^tiii' huiifher, 17IJJ~177(J 


rile Museuin jilsti [.M>sse!>se> (ioiiij^ to Market, ’ a 
eonipanion ))iece to this picture. 

Boucher’s talents were devoted to the entertainment of 
the luxurious court of Louis XV and the circle of Madame 
de Pompadour. His easel pictures, mural paintings, de- 
signs for tapestries and scenery for the theatre reflect the 
taste and temper of his day, its pleasure in what was grace- 
ful, no matter how unreal, its determination to ignore every- 
thing painful or unpleasant. Jean Marc Nattier, 168o- 
1766, was the portrait painter of this same society. 

The world for which Boucher painted was weary of the 
academic compositions of the days of Louis XI\ . It had 
welcomed the “fetes galantes” of Watteau, 1684--17‘21, 
and of Lancret, 1690-1743. Boucher’s successor, Frago- 
nard, 1732-1806, painted still more intimately its manners 
•nd fashions. 
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Benjamin Franklin J. S. Duplessis, 1725-1802 

During his sojourn in France, 1776-1783, Franklin’s 
portrait was painted repeatedlv. He wrote in 1780: “I 
have at the request of friends sat so much and so often to 
painters and statuaries, that I am perfectly sick of it.” ' 
The portrait by Duplessis, of which this is one of several 
replicas, is considered the best." 

Lent by t he Boston Athenaeum. 

^ Franklin .s Works, edited by John llia;elow, v. VII, p. ttd, 

’ See McClure's Maijazine, Jan., 1897, p. ;i<)9. 
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French Painting in the Nineteenth Century 

A notable characteristic of the art of the nineteenth cen- 
tury is the enlargement of the range of subjects treated in 
painting. Gericault, followed by Delacroix (see p. ISO) and 
the romantic school, reflecting the widespread unrest which 
led to the Revolutions of 1830 and 1848, substituted scenes 
from the novel, history, contemporary romance and tragedy 
for the academic subjects of David and the classicists. 
Delacroi.v Fromentin, and Decamps made known the life, 
and painted the brilliant colors of Algiers and the Levant. 

Influenced by Constable and Bonington in England, 
Rousseau, Corot (see p. ITO)’ Daubigny, Diaz (see the pic- 
ture called “The Descent of the Bohemians”) and Dupre 
added the vast domain of landscape painting to art. Others 
like Troyon painted animals with landscape. ith them 
at Barbizon was Millet, a peasant from Cherbourg, who 
painted the peasant at his work. Millet once wrote : ‘‘ De- 
void though the peasant’s toil may be of joyousness, il 
nevertheless stands, not only for true human nature, but 
also for the loftiest poetry.” (See pp. 181-183.) 

The most radical departure of the centuiy came after 
1850 with those artists, later known as the Impressionists, 
among whom Manet was the pioneer and Monet the most 
consistent exponent. Manet said, “The principal j^rson in 
a picture is the light,” and these artists rendered light, the 
light of the air, the light of every object and its reflections 
on other objects, and so accomplished their picture. 

The end of the century has welcomed paintings which 
depict the life of the laborer in all its phases ; every side of 
life has been touched with beauty. There has been an in- 
crease in mural decoration; and portraiture, which has 
produced great works all through the century, still continues 
its activity. 
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Portrait of the Martfais de Pastoret^ Chaneellor of Prance^ 

Paul Pelarochej 1797-1856 

Delaroche is principally known by his historical pic- 
tures and by his mural painting decorating the henii- 
cycle of the Academy ot the Beaux Arts in Paris. This 
portrait shows him a master also in portraiture. The fea- 
tures of the dreamy, melancholy countenance are studied 
with the conscientiousness of a primitive painter. The 
portrait was probably painted in 18^29, M'hen the Marquis 
had just been made Chancellor of France. 
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Dante and Virgil J. B. C. Corot, 1796—1875 

Corot’s art, a highly poetical interpretation of nature, 
depicts the most subtle atmospheric effects, such as the 
falling light of evening or the moment just before sunrise, 
which is the time chosen for this picture. Dante is lost in a 
dark wood and is rescued by Virgil from a lion, a leopardess, 
and a she-wolf, who bar his way. {Inferno, canto J.) 
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Pieta, painted 1848 F. V. Engine Delarroix, 179S~1S6S 

This pieta is conceived in the spirit which marked Dela- 
croix as the most important figure in the Romantic move- 
ment. Though dark, it is ricli in color, and it was consid- 
ered bv the painter one of hi.s most beautiful works. Dela- 
croix was among the first of the French |)ainters of the 
nineteenth century to revive the religious subject, which had 
been bani.shed from French art by the Revolution and the 
classicism of David. 
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Tltf Soi/^fr r.. J. F. Mtilvl. 1 


This picture was among tiie first fruits of Millet's 
residence at . Barbizoii, and was exhibited in the Sidon 
ot 1831. Millet afterward painted tbe replica now 
preserved in the Vanderbilt Collection in New York. 

The Sower walks with a rhythiiiie step. . . He is 

bony, wan, and lean, . . nevertheless life issues from 
his large hand, and with a superb movement lie who 
has nothing scatters upon the earth tbe bread ot tbe 
future. " 
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Harvesters Besting I«U-1S75 



FRENCH 183 





Primroni*s F. Milht, 

It ib in part to Millet's disappointment over the 
chilling I’eceptioii at first given his paintings that the 
world owes the wealth of drawings from his hand. 
His unsparing portraiture of the laborious life of the 
peasant led some critics to believe him indifferent to 
the charms of the country. Writing to a friend Millet 
replied; I find far more than charms. I find infinite 
splendors. I see as well as they do the little flowers 
of which Christ said, * F.veu Solomon in all his glor.\ 
was not arrayed like one of these. • This paste 
is an illustration of his words. 
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Hvntunf fhf Rot'hjtck tn fhf H'Hfh Jura’ llu' Quarry 

(iuntare ('ayrhef. 1S19-IS77 

Notwithstanding the low pitch in which this picture 
is painted, it is of unique force. Courbet was an ardent 
hunter, and “ La Curee " has been called ‘ an episode 
of the hunt in the governmental forest of Levier. 
The horn is sounding the Hallali and Courliet himself 
is listening. The picture conveys in various ways a 
viv'id message of calm after tumult. The fancied echoes 
of the horn seem to break an absolute stillness among 
the evenly planted trees. 



L’immmce Orise, painted 1874 J- L- Geri'mie, 18^4-1904 

Father Joseph, a Capuchin monk, was secretary and con- 
fidant of Uichelieii. Ifis powerful position won for him the 
name “His Gre}' Eminence," in distinction from his mas- 
ter’s title. He is here seen descending the stairs of the 
Cardinal’s palace engrossed in his breviary, while a num- 
ber of courtiers asc'end to some reception. They make 
way for him and bow in token of their recognition of his 
influence. The contrast between the afliected servility of 
the rich and the unassuming bearing of the friar is the occa- 
sion of the picture. 

Gerome's knowletlge and his wealth of detail in telling a 
story make this work justly famous. The conception, it 
must be confessed, i.s not very deep — theatrical perhaps, 
rather than dramatic; there is also a certain dryness and 
lack of atmosphere in the picture, due to its artificial 
illumination and the artist’s inattention to exact tone rela- 
tions, The whole work is a brilliant illustration in color 
rather than an inspired presentation of the truth. 






PICTURKS 



Race Horses H. G. E. Degas, bom 1S34 

This artist finds his inspiration in those elements of 
Parisian life represented by the ballet, the enfe concert, and 
the race-course. He brings a subtle power of observation, 
a profound techni(jue, and a sense of elegance which is 
temperamental, to portray its incidents. 

In the picture, “Ilace Horses,” it is a clear but overcast 
day; the sky is threatening, with clouds tinted like rose 
leaves; there are no shadows, and colors are emphasized. 
At the back is the height of Suresnes, with trim gardens and 
houses clinging to its .slopes ; in front is the race-course of 
Longchamp. Still nearer in the paddock, ready for the 
struggle, are eleven race horses, — high bred, nervous, and 
restless creatures, — with their gentlemen jockies in gay 
jackets. 

Many influences helped to mould the art of Degas, among 
them the e.xample of Manet and the principles of Japanese 
decorative painting. 
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Automedon with the Horses 0 / Achilles 

Henri Regnault. 184^—1871 


Xanthos and Balios, the immortal horses of Achilles, con- 
scious of the hero's approaching death, already foretold by 
one of them in speech, are struggling with Automedon, his 
charioteer. The stormv sky with a pale glimmer on the 
horizon, the ominous sea, the barren shore, presage disaster. 

The painter's enthusiasm for horses, his magnificent 
color, his facile power of drawing, are here united in an 
impetuous composition. The picture was Regnault’s 
envoi as the holder of the Prix de Rome at the age of twenty- 
four. Three years later this happy genius met his tragic 
end in the last sortie against the Germans besieging Paris. 
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Portrnil of PtAli 
Sir JoshtHi Jleynohh, 

Sir .losliiia Reynolds returned to Kngland in 1752, at 
the age of twenty-nine, after hax ing spent nearly three 
years in Italy. He rapidly' beeaine the fashionable por- 
trait-painter, and his career was juie of unbroken success. 
He had, however, little technical training, and in the 
use of pignients was devoted to experiments too often 
unsuccessful ; but grace, beauty, and charm his pictures 
always possessed. 
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Thti Slnrf Ship ./. M. IT. 'I'nrnnr^ lii-i-ISoJ 


The original title of the painting was “Slaver Throwing 
Overboard the Dead and Dying: Typhoon Coming on.” 
It was once in the possession of John iluskin. who wrote of 
it that “it was the noblest sea Turner ever painted.” ‘ 
The print collection contains fine examples from the 
“ Liber Studiorum ’’ (see p. 382). 

In the same gallery there is a pleasing example of Richard 
Wilson, 1714-1782, with the usual Italian landscape, a 
tower on a hill, a picturesque valley in the foreground, and 
the wide stretch of the Roman Campagna beyond. With 
this may be compared a small work of John Constable, 
1776-1837 ; and the fine example of John Crome, 1769- 
1821, which shows a distant view of the city of Norwich 
and its cathedral. 

• Modem Painters, London, 1867 ; vol. I, p. 376. 
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Portrait of John Bid, Bsq 
Thomas Oainsborough^ 1717-1788 

Thomas Gainsborough, celebrated as a painter both 
of portraits and landscapes, became one of the charter 
members of the Royal Academy in 17t)8, and lived in 
London from 177 -t. The Portrait of John Eld, founder 
of the Staffordshire General Infirmary, the design for 
whose fa^'ade he holds in his hand, was painted toward 
1772. It had been kept in the Infirmary up to 
May, 1912. 
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Le Chant d’ Amour (water-color) 

Sir Edward Biimc-Joncs, iS33-lS9S 


“Helas! Je sais iin chant d'ainour, 

Tribte ou <;ai, tour a tour.” 

On a terrace overlooking a meadow before a mediaeval 
town a knight sits gazing at a lady who is singing. With 
one hand she holds open a book and with the other J)lays on 
an organ. At the bellows of the organ sits a winged figure, 
blindfolded, clothed in red, whose head is wreathed with 
roses. The subject, stee[)ed in romance and poetic fancy, 
is rendered in rich color contrasts of definite claret-purple, 
subdued scarlet, pale yellows, and atmosj>heric blues. The 
draughtsmanship is more genuine and less artificial than in 
the artist’s later work, when he was striving for more cor- 
rect details. This water-color was painted in 18Co. A 
larger version in oils of the same subject diftering in some 
details was begun in 1868 and finished in 1877. 

The poetic decorative art of Burne-Jones found expres- 
sion in oils, water-color, and tempera paintings, and in 
scores of cartoons for stained glass windows, mosaics and 
tapestries. 
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Early American Painting. 

The earliest portrait painters of merit in the colo- 
nies, Smibert and Blackburn, Avere followed by Jolin 
Singleton Copley. By 177d, when Copley first went 
to England, be had painted a collection of portraits 
Avhich give an intimate picture of American society 
before the Revolution. (See |)p. 194, 193, 198.) 

Benjamin West went to 
Italy when tAventy-two 
years old, and three years 
later to England. He 
gained the favor of King 
Cieorge III, helped found 
the Royal Academy and 
became its president in 
17!i'2, after the death of 
Reynolds. 

Among West’s pupils 
Avere Charles Wilson Peale 
and Gilbert Stuart, both 
famous for their portraits 
of Washington, and the 
^VaflJ^mgton AJJttton latter tlie best of the early 

Miniaturehy Edv'tinlG.ilalhone portrait painters. (See 
1777-1SU7 pp. 196, 197, 1!>9.) 

With Stuart in West’s 
studio AYorked John Trumbull, Robert lulton, S. I . B. 
Morse, E’.dward G. Malbone, Washington Allston (a 
man of great personal charm, born in South Carolina), 
and William Dunlap. The Museum contains many 
pictures and sketches by Allston, Avith examples of his 
contemporaries, John Neagle, Thomas Sully (see p. 
‘-'()o), Henry Inman, W, Page, and Francis Alexander. 




194 


PICTURES 



Samud Adams John Singleion Copley, 1737-1S15 

Painted by Copley in 1772 at the order of John Hancock, 
whose likeness was executed at the same time. Adams is 
shown addressing the British governor, Hutchinson, the 
day following the Boston Massacre in 1770. He points to 
the Charter of Massachusetts with his outstretched left 
hand, and grasps his brief, marked “Instructions of the 
Town of Boston,” with the right. 

Lent by the City of Boston. 
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Mr, and Mrs, Izard John SingleUm Copley^ 1737—1815 

In the spring of 1774 Copley, then aged thirty-seven, 
left Boston for England. Soon afterwards he journeyed to 
Rome with Mr. Izard, a wealthy planter of South Carolinfi, 
and his wife. This picture he produced the following 
winter, and it was his first group so far as is known. It was 
taken back to England, and the approach of the Revolution 
having produced difficulties in Mr. Izard’s financial affairs 
so that he was unable to pay for it, it remained in Copley s 
possession until 1825, W'hen it was sold to Mr. Izard s 
grandson. 

Mr. and Mrs. Izard, with a table between them, sit on 
a chair and sofa upholstered in rose damask with a ro^ 
damask curtain at the back on one side. Souvenirs of their 
Italian journey surround them. The picture is in Copley s 
Boston style, with some of his early rigidity apparent in the 
man, but the lady is painted in his best manner. 
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Martha Washington Gilbert Stuart, 17-55— 1828 

These portraits of Washington and his wife were painted 
from life bv Gilbert Stuart in the spring of 1796 at Phila- 
delphia. Washington, acceding to the re(piest of Stuart, 
permitted the arti.st to keep the originals and accepted 
copies in their place. The originals remained unfinished 
in the possession of Stuart until his death in 18“28. The 
portrait of Washington served in the production of many 
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George Washington Gilbert Stuart, 1755-1828 

pictures up to that date. Owing to the large number of 
these repetitions, the portrait became widely known, and 
it IS regarded as his standard likeness. The artist’s widow 
sold these studies after his death to the Washington Asso- 
ciation, by which they were presented to the Boston 
Athenaeum in 1831 
Lent by the Boston Athenaeum. 
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John Quincy Adams John Singleton Copley, 1737-lSlo 

This picture of the sixth President of the United States 
was painted in 179o, when Adams was twenty-seven years 
old and Minister at The Hague. 

The portrait exhibits the sense of grace and distinction 
for which Copley strove, though with some loss of that 
strength of character which distinguished his early work. 
It should be compared with the portrait of Adams by 
W. Page painted many years later. 

Lent by Charles Francis Adams. 



AMERICAN 


199 



Major-General Henry Knox Gilbert Stuart, 17oo-lS2S 

Artillery officer, companion and adviser of Washington, 
Secretary of War 178o-1794. Judging from the age of 
the General, the portrait belongs to the time of Stuart's 
ripest production, about 1800. General Knox, well-edu- 
cated and affable, commended himself to the artist as a 
brother spirit, and he is here the subject of one of Stuart’s 
most successful portraits. 

Lent by the City of Boston. 
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The Tom Hat Thomas Sully, 1783—18711 

Sully has here rendered the happy inspiration of a boy’s 
healthy, attractive face seen in warm sunlight with the 
shadows illumined by reflections. 

Lent by Miss Margaret Greene. 
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<iirl Heading William Marris Hunt, 

The Museum is rich in the work of William Morris 
Hunt. Several other oil pjiintings, as well as a num- 
ber of water-colors, sketches, and drawings in charcoal, 
are on exhibition in the Hunt Memorial Gallery, over 
the Library of the Museum. 
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The Blarkxmiih of Lyme-Regis 
J. A. Mryeill nhistler, ISSf-WOS 

The Museum owns also a companion piece called 
“The Little Rose of Lyme-Regis.’’ Whistler's etch- 
ings may be seen in the print collection. 
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TUfi Fng Warning Winrlinr Jlomer, ISriO-l'nlO 


The rapidly ad\ anciiig fog warns the fisherman to return 
to liis ship before it disappears and he loses his bearings. 

In addition to this picture, there are on exhibition several 
water colors by Homer, and the painting known as ‘'All's 
Well.” 


k 

V 
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Caritas 


Abbott II. Thayer. 184^- 




2o6 


PlCrUKKS 



Isabella, or The Pot of Basil 
J. ir. Alexander, 1856- 

Isabella, whose lover has been murdered by her brothers 
in a wood near Florence, secretly hides his head in a pot, in 
which she plants sweet basil. The story is told in Boc- 
caccio’s “ Decaraerone,” and in Keats’ poem, “Isabella, 
or the Pot of Basil.” 
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Portrait of the Mhsee lioit John S, i^argent, lS.i6- 

Bom at Florence of American parents. I'upil of 
Carolus-Duran. Has lived mostly in Eurojic. Painter 
of portraits and of genre subjects. 

This portrait, one of the first works of Sargent, and 
which contributed to esbiblish his reputation, was 
painted in 1882 . 

Given by the heirs of Mr. Edward Darley Bolt. 
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The Nearer Orient 

Saracen, meaning “Eastern,” was a term applied 
first to the Arabs, later to all Muhammadans, and in the 
Middle Ages to all Eastern opponents of the Crusades. 
There were many centres of Saracenic art at different 
periods of the Arab Conquest, including Central Asia, 
India, the Euphrates country, Syria, Egypt, Morocco, 
Spain, Sicily, and Turkey. Some of these developments 
we designate by special names, as Persian, Indian, or 
Moorish art; but all are related to one another. In 
some respects the most important examples of the Sara- 
cenic style are found in Egypt because of the almost 
continuous record furnished by the mosques of Cairo, 
which show, in their simple lines and restrained decora- 
tion, the purest form of the art as distinguished from 
the more fanciful outgrowth in Spain or India. 

Much light has been thrown on tlie ceramic art of 
the Arabs within the last few years by excavations at 
Rakka and other ruined cities of Syria and Persia. The 
pottery from Rakka seems to be of the earliest origin 
(ninth to twelfth century), and some of it bears a strong 
likeness to the blue glazed jars found at Babylon. Hie 
rubbish heaps of Fostat (Old Cairo, destroyed about 
1 16.‘i) and of Kus, near Luxor, have yielded fragments 
of dishes, the most interesting being decorated with a 
brilliant ruby and gold lustre on a white tin enamel 
ground, which method of enamelling was employed on 
the glazed Egvptian pottery dating as early as 1500 
B. C. Similarly lustred tiles have been found at 
Rhages, Sultanieh, and Veramin in Persia, and it is 
not yet possible to decide whether the art was carried 
from Egypt to Persia or vice versa. But the former 
seems more probable, since the earliest dated tile is of 
the twelfth century, and a noted Persian traveller of 
the eleventh century speaks with enthusiasm of the 
lustred pottery which he saw at Fostat as being an art 
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unknown to him. Many of these tiles hear inscriptions, 
floral scrolls, and figures with strongly-marked Mongo- 
lian features, which suggests that they may ha\e been 
produced bj’ some of the Chinese workmen brought 
into Persia with Chingliiz Kliaii early in the thirteenth 
century. 

Pots and bowls of the thirteenth and fourteenth cen- 
turies, from Syria, are painted in blue and greenish- 
black under a glass glaze. The lustred dishes and 
vases made bj' the Moors in Spain and Sicily in the 
fifteenth century, and later by the Italians at Gubbio 
and L rhino, all bear a family resemblance to the tiles 
and fragments, although the styles of decoration vary. 
I'he pottery made under Turkish influence at Rhodes, 
Damascus, and Kutahia date from the fifteenth century ; 
and in the sixteenth century factories were established 
at Koubaclia, in Daghestan; at Kirman in the seven- 
teenth century, and at Kashan and Bokhara in the 
eighteenth century. Lustred semi-porcelain was pro- 
duced in the sixteenth and se\enteenth centuries in 
Persia, the colors beinjj golden yellow or pale green 
lustre on dark blue, or ruby lustrt* on white. 

The Arabs worked in many metals, and the examples 
remaining to us show delicate pierced scrolls or elabo- 
rate inlay in gold and silver, as well as engraved medal- 
lions, inscription and figures, or the damascened gold 
ornament so generally found on the sword blades for 
which Damascus was noted. A few carved i\ory panels 
of the thirteenth century are still in existence; and 
beautiful mosque lamps of glass with colored enamel 
dccoratum are found in seveial European collections. 
Among the illuminated manuscripts, the Koran, con 
taming tilt* tcacliings ot the t>r(»plu*t Muhanuuad, is the 
most important book of the Arabs. The highest art 
of the period is lavished on its two title pages, whieh 
are ornamented with beautifully written texts set in 
elaborate and delicate floral scrolls, painted in red, blue, 
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green, and gold; and the carved, gilded, and painted 
leather bindings have also great charm. Some of the 
greatest treasures of the Khediviai Library in Cairo 
are early copies of the Koran which were made for the 
Sultans. The Makamat of Hariri is another famous 
book. The works of the Persian poets have come 
down to us in illustrated form. F. V. P. 

hooka . — Ameer Ah, Short History of the. Saracens, Lane- 
Poole, Saracenic Art; Wallis, Persian Lustre Vases; Migeon, 
Manuel (V Art Muaulman; Exposition des Arts Musulman. Paris, 
lUO-j; Max Herz Bey. Catalogue Muses National de VArt Arahe, 
i 'airo; Sarre, J )enkmdler Persischer Bauknnst , Sarreand Martin. 
Meistencerke Muhammadanesche Kunst, Munchot; Artin. Con- 
trlhution d V Etude du Blason en Orient; Calvert, Moorish 
Jlemaina in Spain, Bourgoin. Les Art Arahes: Egerton. Indian 
Anns and Armor in the Indian Museum; Schmoranz. Oriental 
Enamelled Class, Vienna, ISifO; Poole, Art of the Saracens in 
Egypt ; F. R. Martin. The Miniature Painting of Persia. India, 
and Turkey, E>1I; History of Oriental Carpets before 
Schulz. Persische Islamische Miniaturemalerei; Marteau ^and 
Vever, Miniatures Persanes; Riviere. La i'h'amiqne dans VArt 
Musulman i Schmoranz, Old Oriental Gilt and Lnamelled Glass 
Vessels. 

.hturnal of Indian ,irf Bnriinyton Pine Arts Club Exhibition 
Catahujnes. ISS-' and I',ui;s. 



Stiracenic (Pass Globe 




Thirteenth Century 
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Pulpit Door from a mosque in Cairo with carved and 
iidaid ebonv and ivory panels; inscribed, "Honor to 
our Master the Sultan El Malek El Zaher Barquoq. May 
God make glorious his reign." Fourteenth centurv. 
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Syrian EnameUd Glass 'Mflh la Vtirfrndh Ventvry 


Moss Collection 
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Persian Tile Thirteenth Century 


Star-Tile: a rare specimen of Persian art dated, in its 
inscription, 6.57 of Hegira (T'.5!) A. D.). It is probably 
fioni X'erainin, a ti>\vn in Xortbcrn Pcrsi.a, and its d.ite 
puts it in the periorl of the Mongol inva.sions and within a 
year of the fall of the Baghdad Caliphate, one of the great 
e\ents in the history of the nearer East. This particular 
tile is reprrxhiced in Dr. Martin’s great work on Persian 
< 'ar|)ets. There are other and very interesting examples of 
the same art in the Museum. 
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Turkish ceramic 
wares were influ- 
enced bv both 
Persia and China, 
This plate belongs 
to a class usually 
called Uhodian, 
although it was 
probably made in 
one of the mainland 
cities of Asia Minor. 
The main design of 
the plate shows 
flowers of the field. 
The border design 
has been inter- 
preted as represent- 

- „ — „.. . . The cypress tree (in the centre 

of the plate), the thistle leaf, the rose, the tulip, the wild 
hyacinth, and the carnation are familiar in the designs of 
Persian textiles. 


Turkish I’late 


Sixteenth Century 


ing the clouds and the sky. 


The beauty of 
this plate, from the 
f aucasus country 
of Daghestan, is 
found in the har- 
mony of its colors; 
greens, reds, and 
browns, n])on a soft 
yellow - brown 
ground which is 
further enriched by 
the crackle of the 
glaze. d’he plate 
was j)erhajis a wed- 
ding present. 



Plate from Koubacha, Daghestan 
Sixteenth Century 
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Hitpano-Moresque Drug Vase and Plate 
Valencia, Spain, Pijteenth Century 

The best known Hispano-Moresqiie ware was made near 
Valencia, Spain, in the fifteenth century. The lustre was 
produced l>y the action of heated smoke on the metallic 
o.xides which are applied over the wliite enamel glaze. 
Lustred ornament is also characteristic of much Persian 
and Arabic work. The Moorish potters C)f Spain worked 
for Christian patrons. Lustred arms, representing mar- 
riage alliances which m.ay he dated, ap|)ear on many 
pieces, and by this means the sequence of the decorative 
patterns is determined. 

The vine leaves on the “Albarello” or Drug Vase shown 
in the illustration are alternately in blue and in light 
Irrown lustre, the blue leaves being under the gl.aze and 
the lustred leaves uixm it. The wild bryony, a local |)lant 
of \ alencia, apiiears in blue and lustre as tlie principal 
decoration of the plate. In the centre of tlie jdate is tlie 
monogram I H S, w liich was widely pojjularized in the fif- 
teenth century by San Bernardino of Siena. \ alencia pot- 
tery was often exported to Florence, Siena, and \ enice. 





Title-pajre from ,a Koran of tho fourtecntli century. 
Written in Moghribi characters and illuminated in gold, 
dull green, and brown. North African. 

Ross Collection. 
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Mule Figure oti a llirom Aruhir Painting 
Fgyptian or Mestopoiaminn ^ late Tirelffh Century 

Golouhew Collection 
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Persian Painting 

The beginnings of Persian painting go back, accord- 
ing to Persian tradition, to Mani, a religious teacher, 
the founder of Manichaeism, erucified in A. D. 27t). 
And in fact the remains of early Persian or Sassanian 
painting are associated with the fragments of ancient 
Manichaean MSS. discovered in the ruins of Central 
Asian cities. Subsequently tiiere arose a Muham- 
madan civilization centred on the one hand in Eastern 
Persia and Turkestan, in the cities of Herat, in 
Khurasan and in Bokhara, and on the other under 
Arab domination in Mesopotamia and Baghdad. 
Nothing remains of the early painting of the Eastern 
School, but two or three Arabian MSS. of the thirteenth 
century survive. Pages from tlie Dioscorides M.S. , 
dated 1222, and from an early work on Automata are 
represented in the Museum collections. These are 
magnificent examples of draughtsmanship, relying more 
on outline than on color, and with some flavor of 
Byzantine feeling still perceptible in them. The 
.\rabian culture of Western Persia was almost destroyed 
by the Mongol invaders in the thirteenth century, but 
these appalling disasters also prejiared the way for tin- 
foundation of Persian unity and tlie development of 
Persian art, as commonly understood. The Mongols 
adopted the manners of civilization : Chinese culture 
was their model, aiid” though at first they were unre- 
lenting enemies of Islam, in 1281 they adopted the 
faith of their subjects and became to all intents and 
purposes Persians. 

Persian art of the fourteenth century is dominated 
by Far Eastern (Mongolj influences. The drawings 
sliow fine nervous strokes, with calligraphic tendencies, 
and little color, in place of the flowing Arabic outline. 
The great illustrated MSS. are cither medical or his- 
torical ; the finest examples are the Manafi al Haj aw an 



224 


WESTERN' ART 


of the Morgan Collection and the .Jami al Tan ankh of 
London and Edinburgh. The same Far Eastern influ- 
ences are recognizable during the fifteenth century 
under the Tnnurids, but the themes of Persian epic and 
lyrical poetry are constantly chosen for illustration ; 
the Museum possesses excellent examples from the 
Goloubew and Ross Collections, illustrating the Shah 
Namah of Firdarvsi and the Khamsa of Nizami (stories 
of Sliirin and Farhad, Laila and Majnun, etc.). 

The most famous individual Persian painter is Bihzad 
(lY?. 1150-1525), who is unrivalled in the extraordinary 
fineness of his brush lines and the jewelled quality of 
his color. As a portrait painter he is somewhat of an 
innovator, and his choice of subjects — dervishes and 
teachers, with comparative neglect of epic and warlike 
themes — shows a more spiritual tendenc}’ than is usual 
in Persian art. It is to be noticed in this connection 
that Persian painting, with very rare exceptions of 
scenes from the life of the Prophet, particularly the 
Ascension, is purely a secular art — a necessary conse- 
quence of the orthodox Muhammadan attitude towards 
tlie arts of representation. Islam has tolerated but 
not inspired the painter. 

Persian painting continues to flourish under the 
Safavids in the sixteenth century. The Museum pos- 
sesses fine examples from the Goloubew Collection by 
Sultan Muhammad and Aga Mirak, pupils of Bihzad. 

In the seventeenth century, in the time of Shah 
Abbas and his court painter, Riza Ahbasi, Persian art 
is .already in decadence. It has become an art of 
display more than of feeling, and the brilliant draughts- 
manship is acrobatic — in looking at one of these calli- 
graphic drawings one remarks involuntarily " How 
cleier!"’ rather than ** How fine!” Every figure is 
dressed in the height of an elegant fashion, and 
charming ladies are reclining at their ease on flowery 
lawns, where all is for the best in the best of all 
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possible vorlds, — the world of Watteau, to offer a 
western analogy. What Is vital in Persian painting at 
this time survived in India rather than in Persia 
proper ; tlie tradition of Bihzad is still to be recog- 
nized, especially in portraiture, in Mughal i>ainting of 
the schools of Akbar and Jahangir. A. K. C. 
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>■/ Prhicf.HS j'i Pr'isnvf'r of Tl'ar 

Persian Pahituif/, Si.rfnufh Ceninry Sfyh of Mirak Persian Painthiy, ahouf loin) Behzad School 
Jloss ('olleclion iioJouhew Collection 




lUdoHheu' CoUectivn 
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Pentidn, Sixteenth Century 


Collection 
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Weavings 

From the East came the arts of weaving and needle work, 
and with the mechanical knowledge came also the designs. 
As pupils follow their teachers closely at first, so the Euro- 
pean countries followed the Oriental ones, using many of 
their motives, and strong Oriental feeling is found in the 
early weavings of Italy and Spain. Tapestry weaving, as 
the simplest form of the art, was practised by many primi- 
tive peoples. The earliest and crudest ])ieces owned by the 
Museum come from the Coptic graves of Egypt, first to 
eighth century A. D. (see above and p. !i32), and from the 
graves of Peru (see p,23 1). These latter pieces were made 
before the invasion of that country by Pizarro in 1531. The 
looms used at present in the French tapestry works at 
Paris are made on the same principles as those upon which 
the Coptic pieces were woven. By the fifteenth and 
sixteenth centuries tapestry weaving had reached its 
greatest height in Eurojie, and the Museum is fortu- 
nate in owning two beautiful examples of the work 
of Flanders at that period (see pp. 237-2;5P). Of 
later date (seventeenth and eighteenth centuries) are 
the pieces in the Collection from the Brussels and 
French workshops (see p. yitl). From China and 
Japan, in addition to the large Chinese tapestry illus- 
trated on p. 372, are many smaller pieces made of silk. 
Oriental rugs, like tapestry, are still woven by hand, and 
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with as simple looms as those that were in use many hun- 
dred years ago. In spite of the great improvement made 
in machinery by the Europeans and Americans, the Ori- 
entals, with their hand looms and vegetable dyes, still sur- 
pass all other peoples in the beauty and durability of their 
rugs. Of the remainder of the Collection, the larger part 
of the weavings consists of velvets, brocades, and damasks 
from Persia, Turkey, Italy, Spain, and France. The Per- 
sian, Turkish, and Italian pieces are especially noteworthy 
for their beauty of color, material, and te.xture. S. G. F. 


Books. — ■ Alan S. Cole, Ornament in European Sdks; Dupont- 
Auberville, L' Orneme.nt des Tissns, F, Fischbach. 'Fertile Fabrics; 
Julius Lessing, (Jewehesammliing des Konigliclien Kunstgewerbs 
ihtseums zn Berlin: Otto v. Falke, Kun.sigeschichle der Reiden 
IFefcitirri,’ Jules Guiifrey, Les 'Fapisse-ries du A/i* fi la Fin dn 
XVI* Scierle; Maurice Fenaille, J^iat iJOteral des Tapisseries de 
la ^lannfactnre des ( lohelins depnis son origine jnsqn a nos jours : 
George Lei, and Hunter, Tapestries : Their Origin. History, and 
Henaissance; Eugene Muentz, A Short History of 'Tapestry; 
\V. G. Thomson, History of Tai>estry: Mrs. A. H. Christie, Ftn- 
hroidery and Tapestry Royal Imperial Austrian 

Museum, Vienna, Oriental Carpets. Ancient Oriental Carpets: 
John Kimberly Mumford, Oriental Bugs; F. K. Martin, A 
History of Oriental Carpets before ISOO. All of these books 
may be consulted in the Museum Library. 



If-' 

, 1 ?^ ^ f 

Peruvian Tapestries 

These pieces were 





1} 

Before the Conquest, Bate F nkncrwn 
found wrapped around mummies. 
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A winged figure, eighteen and 
one-half inches in height. This 
piece, which shows strongly 
both in the design and coloring 
the influence which the art of 
Byzantium had ujjon that of 
Egypt, was found in a Coptic 
grave at Akhmim. The ground 
as in many of the Coptic tex- 
tiles is of natural colored linen, 
while the de.sign is woven with 
colored wools. The wings sug- 
gest the possibility that the 
figure represents an angel. The 
drawing is crude; the color of 
the flesh, hair, and wings, purple 
brown: the tunic, red ; and 
skirt, green. 



Egyptian Tapestry 
Third to Seventh Century, A.D. 


the Church of San Vitale at 



Egyptian Tapestry 
Third to Eighth Century, A.D. 


.\lso from Coptic graves 
at ,\khmim. In the drawing 
and composition of this de- 
sign, a rabbit nibbling a 
bunch of grapes, Homan in- 
fluence is very strongly felt, 
but the brilliancy of the col- 
ors — brow ns, pinks and 
greens — suggests the art of 
Byzantium. The ground is 
linen, the pattern wool. 
Squares like this were ap- 
plied to garments. Illustra- 
tions of their use can be seen 
in the mosaic of the Empress 
Theodora and her court, in 
Ravenna. 
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Turkish Prayer Rug Gkiordes, Serentecnth Century 

Central field, white; ground of main border, dud blue. 
Design in blue, red, white, and amber. 







Hug, probably Persian ( called Polish) Seventeenth Century 


This rug, which is woven with silk, silver, and gold, 
was probably made in Persia for a rojal gift. The 
name is derived from a pretty well refuted theory that 
these rugs bad their origin in Poland 
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Turkish or Persian Velvets 


Ground, purple brown. 
Bold design in dark red, 
gold, and touches of 
bright yellow. 


i \'fd 


Ground, red. Design, 
yellow silk wound with 
metal. 


H Ground, 

^ crim.son satin. 
Design, groups 
of two figures; 
one with an 
axe over its 
shoulder leads 
the other fig- 
u r e by ^ 
string; trees 
and flowers; 
colors, pale 
^ green, yellow, 
white, and 
black. 




Persian Brocade 


Sixteenth Century 
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The tapestn' on the preoedin" pajte is woven with 
silk and wool. Seated at the base of the columns that 
di\ ide the tapestry are Jeremiah, Peter, David, Andrew, 
Isaiah, Janies, Hozea, and John. Running throunh the 
lower part of the tapestry are two ribbons ; on one is 
part of the Apostles’ Creed : Credo in Deum patrem 
oninipotem, Creatorein celi (coeli) et terrae et in 
ihesiim (Jesiiin) Xpristiim (Christum) Filium e(j)us 
unic(um) Domi(n)Hm iiost(r)uni. Qui coneeptns est de 
Spiritu Sancto natus e\ Maria \- irgine passes sub Poneio 
Pjlato crucifixus mortinis et Sepiilt(us) ; *I believe 
in God the Father Almighty, Maker of heaven and 
eartli ; and in Jesus Christ, His only Son our Ford, 
Who was conceived of the Holy Ghost, born of the 
Virji'in Mary, suffered under Pontius Pilate, was cruci- 
fied, dead and buried.” On the other are Patrem 
iniocabinuis qui terran (ni) fecit et condidit C(o)elos”: 
We will call u|jon, or pray to, the Fatlier vho made 
the earth and founded the heavens; and the follow- 
ing lines from the Old Testament: Dominus dixit ad 
me filius nieiis es tu ” ; “The Lord said unto me, Thou 
art my son ” (Psalms ii. 7); “ F.ece virgo eoncipiet et 
pariet filium “Behold, a Virgin shall conceive and 
bear a son” (Isaiah vii. 4); “O mors oro mors tua 
morsus tuus ero inferiie ” (“ F.ro mors tua, O mors 1 
morsus tuus ero, interne “ O death, where are thy 
plagues? O grave, where is tliy destruction? ” (Hosea 
Alii. 14 ). Letters decorate Isaiah’s garments, the loin 
cloth of Christ, the robes of the Virgin and Joseph, and 
the hat and scabbard of the man standing at the right 
of the tapestry. On the scroll borne by an angel is 

Gloria in exsexlis (excelsis) Deo et in ter” ( ' ra pax 
hoininibus bonac \ ohiiitatis " ) ; “ (ilory to God 111 the 
highest, and on earth peace, good will toward men” 
(Luke ii. 14). 

See the Museum of Fine Arts Bulletin, February, 1909, 
Vol. 10, Whole No. 37, py. 5-7. 
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Tlie Crossing 0} the Red Sea 

l-’lniiish Tiijx.itri/ I/iU t’xjleentb or early Sijrtemth Century 
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The foregoing tapestry is the product of the best 
period of the art in Flanders. On the left. Pharaoh on a 
richly caparisoned horse, crowned and brandishing a sword, 
rides in the midst of his disheartened soldiers, urging them 
to press forward in spite of the constantly rising waters, 
while Moses upon the shore, calm and complacent, points 
out to the Israelites the contrast between their position, the 
chosen people of the Lord, and that of their oppressors, the 
Egj'ptians. The safety and comfort of the Israelites is em- 
phasized still further by the land on which they stand, car- 
peted with exquisite flowers of many varieties and shaded 
by tall trees. The people are represented in the dress and 
style of the artist’s own period. The Egyptians wear the 
armor of the fifteenth century, the Israelites, the costume 
of civilians of that time. The areas occupied by the vari- 
ous colors — greens, blues, reds, and soft dull tans — are 
proportioned so as to give a very harmonious effect. Silk 
and gold add light and richness. The whole is surrounded 
by a compact border of flowering branches tied with ribbon. 
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The Efficacy of the Sacrament 

French Tapestry Early Sixteenth Century 

Two scenes, the legends beneath explaining their sig- 
nihcance. 


“Par la vertu du Sacrament 
Fut demonstre ung grant miracle 
Car le diable visiblement 
Sortit hors dung demoniacle. ’ 

(The power of the Sacrament was demonstrated bv a 
great miracle, for the devil was seen to pass out of a man 
possessed.) 

“Ung payen .sans honneur passa 
Par devant le sainct Sacrament 
jMais son cheval se Immilia 
Puys cnit le payen fermement.” 

(A pagan passed before the- Holy Sacrament without 
homage. His horse, however, abased itself; whereupon 
the pagan became a firm believer.l 
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Mailnnua and Child in a Sfirhn Lnra ddla Rnhhia (I 400 -Ud 3 ) 

According to Luca's wont he has immortalized in 
this relief a beautiful young Florentine mother and 
baby of his time. The double curve of the Madonna's 
\eil and her mantle gracefully balance the winding 
line of the Child s head and body. A counterpart of 
the relief in the collection of Mrs. George T. Bliss of 
New ^ork differs from it in various minor particulars. 
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Bust of a Youth, o/Marfile Italian, Fiftemlh Century 
Style of Hina da Fieeole 

No external e\adence exists regarding the authorship 
of this bust, but the peculiar refinement of execution 
and delicacy of sentiment which mark it are character- 
istic also of the known works of Mino da Fiesole. The 
downcast eyes suggest that the head may have been 
modelled from a death-mask. 
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ll'ood Panels, Flamboyant Gothic, Sixteenth Century 


To see the great cathedrals of the Gothic age one must 
journey from place to place in western Europe, but the 
spirit of the time is felt in even its smallest works. The 
torso of the Madonna and Child ))icture(l on page 
represents the style of the I’isani ; the small ivory 
carving is French work of the fourteenth century. 
The elaborate metal cross is later. 

The successive stages in the progress of Gothic design are 
often marked by characteristic patterns in the tracery or 
frame work of the glass of windows. In the earlier period 
these were quite simple; later they became connected 
geometric patterns, which in time often changed to a design 
of flowing and complex curves. These window tracery 
patterns were applied to stone surfaces, to wood carving, 
and in fact, wherever ornament was used. The wood panels 
pictured here are all of late design and belong to Northern 
Europe, where the Gothic style held its own long after 
Renaissance ornament derived from classic art had taken 
its place in Italy. 
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Madonna and Child, Marble 
Italy, Thirteenth Century 




Madonna and Angela, Irary 
France, Fourteenth Century 



Venetian Glass howl 
Sixteenth Century 


Procesaional Cross, Metal 
Fifteenth Century 
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The polychrome 
decoration of Ital- 
ian Majolica often 
represents portraits 
and Greek and 
Roman mythologi- 
cal or historical 
scenes. This plate 
shows a Renais- 
sance treatment of 
the story of the 
conversion of the 
Emperor Constan- 
tine, A. D. The 
Italian Majolica Plate sleeping Emperor 

V rhino, Sixteenth Century .sees in a dream an 

angel above him 

holding in one hand the C ross and in the other a scroll 
on which are the words "In hoc siyno rinccD." Attendants 
bearing the Emperor’s sword and armor stand at the right. 

Chinese porcelain, brought to Europe by trading vessels 
in the sixteenth, 
seventeenth, and 
eighteenth centu- 
ries, was imitated 
in pottery’ in Hol- 
land at Delft and 
its neighborhood. 

The chief charm 
of Delft ware is 
its deep blue and 
white enamelled 
decoration, but it 
lacks the hardness 
and translucencv 
of its Chinese 

models. £lue and lVhU» Ddji Pottery 
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Book of Hours with calendar written in Latin, on vellum, with parchment binding. 
French, early fifteenth century. Ross Collection. 
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Italian or S}xmish Brocade 
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Ground, red ; de- 
sign of arabesques 
and clovers in red, 
green, yellow, and 
white. This damask 
shows strongly the 
Moorish influence 
upon Spanish work. 



Spanish Damask 
Fourteenth to Sixteenth Century 


Ground woven 
with white, blue, and 
salmon pink silk and 
narrow strips of thin 
silver. Design, of 
both cut and uncut 
velvet, in blue and 
pink. 



Italian Veiret Sixteenth Century 
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Sicilmn Draum-uork {punto tiraio or tela tirata) 
Seventeenth Century 


Lace 

Lace is divided into two classes, needle point or point lace, 
made with a needle and loop stitch, and bobbin or pillow 
lace, woven on a pillow by the use of bobbins and pins. 
Netting and knotted fringes have been found in Egyptian 
graves, and they, as well as delicate open materials, to which 
embroidery was added, were made in the East at an early 
date. But we have no proof that real lace was made before 
the fifteenth century, when we find it decorating the cos- 
tumes of people in pictures. The first point lace is a de- 
velopment of embroidery and was made by drawing threads 
from linen and binding together in groups those that were 
left, to form a pattern. Then openings were cut in the 
linen and partially filled with needle work, the linen being 
enriched with embroidery. These laces are known as 
drawn-work and cut-work. Next came reticella, in which it 
is often. difficult to see the linen foundation. Floral designs 
were first used in punto in aria (.stitch in the air), called so 
because it was made without a linen foundation. From 
this came the raised points and various needle laces, made 
without a net ground, or “reseau.” To Italy is due the 
credit of their origin, but they were copied and adapted by- 
other countries during the sixteenth, seventeenth, and 
eighteenth centuries. When, in the eighteenth century. 
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ruffs and broad flat collars were supplanted by full rufl3es, 
a softer lace was needed, and France made the needle point 
“reseau,” used in Aletn’on and Argentan laces, and Italy 
became the imitator. Flanders and Italy dispute the origin 
of bobbin lace. In Italy the designs and execution were 
strong and bold, but in Flanders the finest and most mar- 
vellous workmanship was found. S. G. F. 

Books. — Mrs. Bury Palliser, History of Lore, revised by 
M. Jourdain and Alice Drydeii ; Ernest Lefebure, Embroidery arid 
Lace, Their M amifadure and History, translated and enlarged, 
with notes by .\ian S. Cole; .■\. M. Sharp, Boint and Pillow Lace. 
These books may be consulted in the Library. 



Spanish buratto Seventeenth Century 


Part of a long strip. The buratto or bolting cloth upon 
which the design is darned is made on a loom. This work 
was done in imitation of darned netting. The designs of the 
borders are of earlier date than the figures in the middle. 




EUROPRAX 


255 



Italian Embroidery SerenUenth Century 

The white linen foundation, left plain except for a powder 
of French knots, makes the design, while the background is 
solidly embroidered in tent stitch with red silk. 

Three scenes : first, Adam in the Garden of Eden ; sec- 
ond, the creation of Eve: third, Adam and Eve and the ser- 
pent, who is wound around the tree of knowledge and is in 
the act of giving the apple to Eve. Above, a border with 
these words: " Adam," " Adam et Eva,” " Qui magnano il 
porno” (here they are eating the apple). Below, a border 
of plant forms, birds and animals. 



Italian RetkeUa Sixteenth Century 


Design of figures crudely conceived, but well balanced. 
Those most easily recognized are Adam and Eve, who 
stand with one arm akimbo and the other touching the tree, 
up which the serpent wriggles to get the forbidden fruit. 
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Italian Cut-work (punlo tagliato, or tela tagliata) 
Late Sixteenth Century 


The needlework filling of the open spaces in the linen was 
done with white thread, while for the laid-work embroidery 
gold thread was used. This use of gold thread as well as 
the design shows strong Eastern influence. 



Florentine Cut-work (punto tagliato, or tela tagliata) 
Eighteenth Century 


The combination of many embroidery stitches and of 
punto in aria with the cut-work adds greatly to the beauty 
and value of this piece. 
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\'enetmn Point {punto in ana) Seventeenth Century 


A rare example, strong and bold in design, and interesting 
as the connecting link between the geometrical patterns of 
reticella and the elaborate floriated patterns of the later 
Venetian points. 



Venetian Point {punto a rilievo a jiorami) Seventeenth Cintiiry 

Bold and strong in design, and of great delicacy of 
execution. 
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Venetian Point 
(l>unto a rosellina) 
About 1700 A. D. 


French Point 
Eighteenth Century 
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Chalice Veil, or Corporate, of Bobbin Luce Seventeenth Century 

In each corner a double-headed eagle with a crown; in 
the middle of one side the Host, supported by cherubim; 
opposite, St. Symphorian, bearing a martyr's jailm and led 
by his mother. Balancing the.se on the other sides are 
St. Francis of Assisi with the stigmata, and two birds, and 
St. Tillo, with an abbot's staff and chalice, and two crowned 
lions. Scrolls fill the intervening places. This j>iece may 
po.ssibly have been made in I'lamlers by Spanish nuns. 
This would account for the technique, which resembles the 
work of both Milan and Flanders, and for the choice of 
saints and motifs. 
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Prent'h Tiipexhy J',ighli’nith ‘''entury 


Frasi'int'nt' of the horder of a tapestry. Fisiire r)f a 
man partly dressed in heliotrope < loth, .seated and )ilay- 
ing a liipe; two birds, Mowers, and frinis. The creani- 
eolored ground is entirely of silk. The design, largely 
of silk, is in Mesh colors, cherry, heliotrope, greens, 
and cream shading’ into lirown. 'J'his is a good evainple 
of the delicacy of the F'reneh coloring and ot the fine- 
ness of the work done in that country in the eigliteenth 
century. 


EUROPKAN 

In the eigh- 
teenth centun- the 
French were the 
leaders in matters 
of good taste and 
elegance: French 
furniture, French 
interior decora- 
tion, as well as 
French manners, 
set the standard 
for Europe. 

There are in 
the Museum 
eight large deco 
native panels of 
the eighteenth 


I’lini'ls ill U'liiiil 
and Sfiii'iti, 


have <lesigns of 
great delicacv. 

'I'he figure on 

oneofthetwohere 
shown is remi- 
niscent ot Jean 
donjon and the 
French Ueiiais- 
.sance. I’he pan- 
els should he 
compared with 
theold gill frames 
of the same ])e- 
riotl around the 
]>aintings hy 
Boucher in the 
Picture dallery. 


h'/'^ m'h 

l,ift r.lijhtn'uth 
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The Mitific Lesson Chelsea Porcelain, ahont 1100 


This Chelsea group, modelled by Roubiliac after Wat- 
teau’s picture, “L’agreable leyon,” is typical of that phase 
of eighteenth-century taste which amused itself by playing 
at shepherd and shepherdess and was much given to 
sentiment. 

While Chelsea groups are made of artificial porcelain, 
the contemporary German figurines, also well represented 
in the Museum, are of true porcelain, which was first made 
in Europe at Meissen in the eighteenth century. 
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Wedgwood Blue Jasper Ware Late Eighteenth Century 

In Jasper ware, the most beautiful of the Wedgwood pro- 
ductions, white cameos are placed upon a colored ground. 
Jasper ware of the best j)eriod (1780-1793) is recognized 
by its fine grain, even surface, and satiny feeling. The 
white reliefs are sharply mod- 
elled and are highly polished. 

The body color is either lilac, 
pink, sage green, yellow, 
black, or some tone of blue. 

All the different varieties 
may be seen in the Museum 
collection, which contains 
also numerous smaller ob- 
jects in J.isper vare, such 
as snulf boxes, jewelry, etc., 
and a series of contempo- 
rary portraits, one of which, 
the astronomer .Sir William 
Herschel, is pictured here. 



Wedgwood Plaque 
Green Jasper Ware 
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The art of 
the black- 
smith in 
the Middle 
A»es was 
m <1 r e a d- 
\ a n c e d in 
Trance than 
in any other 
country of 
Knrope, and 
the most inter- 
estni-f)’ remains of 
that t'l^i'iod are 
hinges which at first 
consisted of a simple 
strap, hilt later bei-ame 
very elaborate and eo\ered 
the greater jiart of the door, 
often sen ing as a kind ofarmor 
against robbers. The magnifi- 
cent hmgi-s on the doors of Notre 
Dame in Pans are early thirteenth- 
century work and show the skill at- 
tained b.v the French smiths in stamping 
the designs on the iron with metal dies. 

Of this same period, but 
less elaborate, is the grille h;,n Cumlh Bmrka 

surmounting the tomb of 

I--! . nr huf/mi'f-d and uddi'd 

Queen Tleanor in West- AvAfrltui, K'nihtt-t nth Ct^ntury 
minster Alibey. 1!„ks CuUm-thm 

Fine grilles of riveted 

quatrefoils ere made in Italy ; but ironwork was a later 
develoiiment in Germany, inspired by French exam- 
l>les : M Idle the Flemish in the tifteenth century became 
noted tor their tall iron spires, which are still seen 011 
the Cathedrals of Antwerp, Ghent, and Bruges. 
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Amber 

Amber is the fossil sum of a tree vhich is found em- 
bedded in bsuite (a eoal of later formation than anthra- 
cite or bituminous), or washed up on the shores of the 
Baltic Sea. in Sicily, Buiiiia, Nantucket, and other parts 
of tlie world, 'i'lie Baltic amber is of a brilliant translu- 
cent oranse color or of an opaipie yellow, w Inch darkens 
greatly with age, but the Sicilian speeiiiiens show a 
wonderful range of color from pale \ellow through red 
to dark green, and occasionally a piece is found with 
bluish retlectioiis in it. From Biiriiia comes a dark 
opaque brown \ariety with gold flecks, and our Nan- 
tucket amber is also opaipie, mottled cream and light 
brown tones, with none of the beauty of the others. 

Amber has been considered as a gem from the earliest 
times, and niaiij' ancient writers nieiitioii it in their 
works. Caned specimens and beads have been tuund 
in Italy dating from the Ftruscan period, and troin the 
fifteenth century it was used for statuettes, reliquaries, 
chess and checker boards, rosaries, etc. '1 he Bufiuin 
Collection is unique in America, but in Kurope tine 
specimens can be seen in the Bargello. Morcnce; the 
Kaiser Friedrich Museum, Berlin; in the Munich and 
Nuremberg Museums. 
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C’rucifix and base of Sicilian amber with figures of 
Christ and two Saints in opaque German amber. Sev 
enteenth century work. Buff'um Collection. 
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S lifer by Paul Re fere Boston, 1799 

American Colonial silver, simple in design and substan- 
tial in weight, isdistinguished bv purity of form,line,and pro- 
portion rather than by rich ornamentation or careful detail. 
As was natural, the designs resemble contemporary English 
pieces, but the men who fashioned them were Americans, 
often influential citizens and holding positions of public 
trust. John Hull, one of the earliest silversmiths in New 
England, was made Master of the Mint at Boston in 165“J, 
and was allowed to keep one in every twesfy of the pine tree 
shillings which he coined. The silversmiths were also the 
earliest American engravers. 

The silver from the workshop of Paul Revere is not only 
beautiful in itself, but much of it is of historic interest. 
I'lie teapot and sugar bowl illustrated aboie each bait 
the following inscription: “To Edmund Jlartt (\,n- 
struftor of the Frigate BOSTOS. Presented In/ a number 
of his feUoif eitizens, as a memorial oj their sensi oj 
his Ab'ihty, Zeal sX Fidelity in the completion of that 
Ornamenl qf the AMERICAN NA\\. liiiiK 




EUROPEAN 


269 


Rooks of RKFF.RENrR 
Many of thebe are in the Museum Library. 

Armar. — Deinmin. Anns find .Irmor: Lakin^, 

Casfh CoUt'rfhm of Anmn', Vatahigue of thf^ Royal Armory. 
Madrhl: Amhrns ('olhdiint^ T7V/jw<i <see the ('ooanlssnir for 
February and March, 19()4); Cataloyne of ihr Spifzrr Ro/hr- 
fioK. i vols.; Anurria Antiva e Modenia de S M 11 ViV d'Jfa/ia 
ht Torino. vols. 

Rindinys and .\fSS. — Rnrlinqfon Fine rfs i'lnh (Uifaloynt'. 
F.ihihifion if Rindinys. ISfif: Huinphri'ys, HInminaff'd Rooks 
if the Midtilf Ayes: l*orlfo(io ISU6. Royal Fnylish Hookhiml- 
inys. Bradley, Ulnminaird J/.s'.s’. 

I'.rrhsiastirnl Art. — Lubke. Fjrrlesiastiral Art In tlermany 
dnrinq the Middle Ayes. Pugm. fRo.ssary if Fi'rlf^slasttral Or- 
nament. Sufflmg. Fnylish ('hnrrh Rrasses. 

Fnrnitnre.-- JJoentsrheTs (’ollerfhot if Fnrnltyrf, t vols.; 
Litchfield. Uistory if Fnrnitnre. 

Olnssand Fnomel . — Dillon, tilass: Hartshorne. Ohl Fnylish 
Oloss: Molinier, fdrtiimnaire dss Fmaillenrs: Rnrlinyton Fine 
Arts ('hth ('at<doyne, F.rhihifion if Fnropean Enamels. 

Jeirelry, Fans. (Ii>ek8. Watrhes, e/e. — Smith. Jewellery: 
Studio, iuOd, .leirellery and Fans (special nuinb»*r): Jones. 
Finyer Riny fe>re: Britten. OhI Chteks and W’a/ehes; (.'ataloqne 
if the Walker ('idler/ Ion if Fans. ISSJ. 

Ra/tery and Roreelaln. Solon, Art S/oneware if the Tow 
('i>nnt ries and tiermany . Fennsyh'onia Mnsenm Handhooks . 
Chaffers. Marks and Monoyrams on Pottery and Pitriwlitin. 
Solon, Jfis/ory of OhI Fnylish Poreehtin. 

Medals and Rronze.'t. — Fabriczy, Italian Medals. Mohnier. 
bronzes de la Renaissanre. 

Silrer ami Pewter . — Chaffers. ITdl Marks on Platt. Buck. 
Olil Plate: Rosenberg, Per ihdilsrhmiede Merkzeirhen Museum 
if Fine Arts, ^tmeriran Silrer. pnn;- Museum oj Fine ■‘jft.s. 
A meriran ('hnrrh Silver. Pt 11 : Jones, MiO'yan ('iJlerl mn . ll intl- 
sor Castle Collection, T>)Wer of Tondon ('oiler/ ion. ( zaro/ Russia > 
Collection: Cripps. Old French Plate: Howard. Oh! London 
Silver: Masse, Pewter Plate; Gale, Pewter and the Amateur 
CiJIector. 

Misrellaneon.s. — Ferrari. 11 leyno nell .trte Italiana. herran. 
11 ferro nelT Arte Italiana: Mnsee des .,lrts peroraiifs. Te Roij- 
and Le Metal. U vols,; Buffiiin, Amher as a Cun. I'airbairn s 
books of Crests: Hohleu. Primer if IT rah! ry for .\mf rirans: 
British Museum i'afaloyue. if Farly ( hrisfian . \ ntiifuit a s . La- 
barte. Arts of the Middle Ayes: Balcarres. Fndufion <f Italian 
Sculpture; Williams, Arts and Crafts if Older Spain, 3 vols. 
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I NDIAN art emhraco.s tlie distitict traditions of Hin- 
duism (Brahmanical, Buddhist and Jaina) and of 
Islam. 

llie .subject matter of Hindu art is liicratic and epic. 
It doc.s not aim at illustration or record. It is not an 
art of imprc.ssionisni. representation or self-expression, 
but abstract and anonymous. In primitive and classic 
pha.ses it unite.s canonical form with swift serene gesture 
and tender fei lina: in decadence it preserves an original 
grandeur of design, though, the gesture is no longer felt, 
and the form is over-emphasized or over-ornamentisl. 
Hindu art is never interestixl in the mere appearances of 
things, but interprets them as symbols of general ideas. 
Moreover, the true work of art is not an object, but some- 
thing which s[)rings into being between the artist and 
the spectator and is due to the activity of both. In 
other words, the appreciation of art is not a question 
of taste or ethics, but of creative imagination. With- 
out this, the spectator, however well he knows what he 
likes or dislikes, may remain unmoved before the most 
beautiful work: with it lie will understand the signifi- 
cance of the most awkward primitive, and the mean- 
ing of a great tradition will be recognized even in de- 
cadent examples. 

■Vii art of ideas cannot be jiulged by standards of 
verisimilitude: it must be approachetl as expression. 
There is no such thing as “accurate drawing.' but 
that draw ing is best (as Ix’onardo says) which last 
expresses the passion that animates the figure. \te 
must look then for truth of feeling and movement, 
rather than for scientific knowledge of perspective 
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and anatomy. To appni-iatc art in this wa\' as ex- 
pression, however, demamls a knowledge of what 
is to be expressed — a knowledge rvhich the con- 
temi>orary artist is free to take for granted, but which 
the student of an unfamiliar art must either possess 
intuitively or take some pains to acquire. To appre- 
ciate anything more than the superficial charm of 
Hindu art therefore demands a certain study of the 
ideas it exists to express. These ideas, being primarily 
devotional and philosophical, are somewhat remote 
from the tendencies of morlern life, anrl it is owing to 
this bias and to differences of taste and technique that 
Hindu art at first sight appears strange. We may be 
assured, however, that we have begun to understand 
it when we begin to see that it is first of all art, and 
only incidentall.v Hindu art. 

It should also be observe<l that while Indian art 
can be classified as Brahmanical, Buddhist or Jaina, 
these are sectarian names, and not di.stinctions of 
style or period. 

The greater part of Indian art surviving from the 
3rd century B. C. to the 4th century A. 1). is Buddhist, 
and after the 7th century (except in Bengal up to the 
12th century, in the Jav'anese and Camborlian colonies 
until the Ittb, and in Nepal and Ceylon, Burma and 
Siam up to the present day, and with exception of 
Jaina art) it is distinctively Brahmanical in subject. 

Early Buddhism, like the Upanishads, could not 
and did not inspire an immediate expression through 
art. Developing into a cult, however, under Asoka 
(272-232 B. C.) Buddhism adapted popular Indian 
art to edifying ends: but the Buddlia himself is repre- 
sented only by .symbols. .V little later the growing 
spirit of devotion in the dcvelo])mcnt of a popular 
religion led to the creation of anthroimmorphic images 
as intermediary objects of worship. The tx-pical 
Buddha figure, evolved already in the first century 
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B. C., is that of a couteniplative figure seated in the 
traditional Indian posture with crossed legs and steady 
gaze, “like a flame in a w'indless spot that does not 
flicker"; this must have presented itself to the Indian 
imagination as the only possible form in which to image 
One-who-had-attained-to-Perfect-IVisdom. Standing and 
reclining images ^ere soon added, in wliich there 
are certain elements of Western origin. This Western 
(Graeco-Roman) element is most conspicuous in the 
abundant Buddliist art (1st to .“Ird century A. D.) of the 
Gandhara provinces of the Northwest frontier. The 
purely Indian types are characteristic of the south and 
of Ceylon. 

The Western elements are gradually assimilated 
into a definitely Indian art under the Guptas (320- 
480 D.) : and the Buddhist art of this period and one 

or two succeeding centuries provides the formulae 
which are repeated in the Chinese Buddhist art of 
the Wei and T'ang times. By this time, moreover. 
Brahmanical sculpture, hitherto executed mainly in 
perishable materials, begins to be found in stone. 
The e<irliest works in the Museum collection, apart 
from some fragments from Gandhara, are a massive 
heail and torso of Vishnu, and a much damaged Head 
of Buddha, both of the Gupta perirsl and in rod 
sandstone. 

Indian art of the classic perioel (7th and Sth century) 
is rather more distinctively Brahmanical than Bud- 
dhist : it shows an equal mastery of feeling an<l technique 
and a highly conscious and cultivated taste. The 
Museum possesses two small Buddhist bronzes of 
this periorl, of which one at least (see p. 272) exhibits 
the characteristic qualities of the finest contemporary 
work on a large scale in .stone. Sjhritual j)ower is 
realized in the elimination of everything unessential, 
and expressed inevitably through physical grace. No 
better example could be selected for study by those 



2/6 


INDIAN ART 


who aporoai'h tin- art of liiilia for flic fii.^t time. 
Of nearly equal iiiiportaiu-e is a .series of several 
Binldhist (si-e p. ‘281) and tine 15rahmanie.nl copper gilt 
images of the 9th or lOth eenfury from lltugal or 
Xetial: these ma.v represent Taranatha's "Eastern 
Seliool " of Varendra. and it is not imiiossihle they are 
hy one of the ma.sters Dhiman or I’itpalo or their 
immediate followers. From a later i.eriod there are 
fioth Buddhist anti Brahnianieal hron/e and copper 
figures wlneh. even without the pieces already spoken 
of. would form a noteworthy groii)). 

In stone there are two oxeelleni exaniiiles of Indian 
colonial art, a CamlKidian (Khmer) Head of Buddha 
(see p. 289). and a Black Ba.salt Bas-relief of Dnrga as 
Candi slaying the Bnll-denion Mahisa (see p. 282). 

Indian painting .so far as it survives falls into .several 
group.s. The first of these, the Buddhist art of Ajanta 
(2d to 7th centuries. A. I).), is preserved ordy on the 
walls of the excavated teiniilcs and at Sigiiiya in (’cylon, 
and it cannot h«' represented in an.\’ nnisenin,' But 
something of the .sanii' tyiie may Be seen m the 
('hine.se Tang "Hokke Mandara" (sec p. ;:2.')). From 
that time up to tlm I.Mh century there is very little 
Indian (lainling pn’serxed anywhere. The oldest 
known Indian iiaintings on ])aper are the illustrations 
of .laina MSS. of the 1.7th <-entury of which the Museum 
possesses a unique series (see ]). 281').- 

Rajpiit painting is the Hindu art of Bajpiitana and 
the Panjah Himalayas of which surviving examples 
range from the Kith to the 19th century. This is a 
descendant of th<‘ old linear and national school of 
mural art represented at .Ajanta. But greatly modified 
in theme and .scale. Its siiBjects arc drawn from epic 
and coiitenqiorary vernamilar |)octry and Brahnianieal 

'There is a full .series of photographs in the Photograph 
Depart merit. 

-.Sec Bulletin of the Mnseiiiii, No. 90. 
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Iheolosy: l)Ut most cluiraotcristioally perhaps from 
Hie cult of Rudha and Krislma, where liuman love in 
all its phases is iiiteriireted as air image of the history 
of the soul of man (typifierl in Kadha and the other 
milkmaids of an Indian Ariadia) pursued by the 
divine lover (Krislma, the herdsman avatar of Vishnu). 
These themes afford the artist and poet, whose work 
is .so closely relatisl as to he hardly sejiarable, with 
abundant material drawn from e.ssentudly Indian 
life — the home, the village, the eonsheds. ritual, 
riverside, and s])ring festivals: all whii-h is interpreted 
in the sense of a .spiritual drama (see)). 287). I’erhaps 
the most attraetise example of this idyllic art is a 
picture of Krishna ilisguised as a milkmaid — one of the 
many <le\-ices he empio.vs to effect his meetings with 
Radha. "making Iliniseif as we are that we may be as 
He is.” Even the smallest of the Kaiinit drawings are 
desigueil on the broad .scale of mural art, almost devoid 
of modelling: \iliiie the actual relation to mural paint- 
ing, which is the real foundation of Hajpiit art, is 
still more eciileiit in the large <*artoons ol Radha and 
Krishna daneiug. .V series of illustrations of the 
-Marriage of Xala and Damayanti exhibits the wonder- 
ful charm of swi'clne.ss that never l«s'omes sentimental. 
.Another favorite theme of Rajput art is the Rugmiilu 
or Garland of Musical AIikIcs (the Hagas and 
"Haginis”): the Alu.seuni possesses a number ot ex- 
amples of the Kith century, one series ot twelve ex- 
amples unri\ ailed in draughtsiiiaiiship and glowing 
color and two others in iiiori' .subdued tones less 
IhiUI in draiighlsuianship but not less exiinisite (see 
]). 28fi). The Kajiiut .schools are classified geographically 
as Rajasthaiii (from Rajimtaua) and Ihihari (lioni 
the I'aujab lliiiiala.vas, where the chief cent res of pro- 
diietion have bi en in .lammii and Kaiigran 

Mughal painting (formerly calhsl Indo-l’ersian), 
although unmistakably and definitely Indian derives 



INDIAN' ART 


278 

to some extent from Persian traditions. It forms a 
brilliant episode in the history of Indian art, though 
it diverges from Hindu sentiment inasmuch as it is 
definitely and exclusively secular and realistic, in- 
terested in the study of iiulividual character and the 
representation of contemporary events. In these 
respects it resembles the late Renaissance art of 
Europe, rather than any purely Asiatic art. It owes 
its existence entirely to the patronage of the Mughal 
emperors (the “Great Moguls") and especially Akbar 
(1556-160.5) and .lahangir (1 605-1 6‘28). both of whom 
gave lavish encouragement to court painters. It is 
eclectijc, and combines, P<'rsian, Indian, European and 
even Chinese elements. Ender Akbar it is still strongly 
influenced by the Persian .school of Bihzad; it attains 
its most characteristic development and fullest strength 
under Jahangif — becoming overripe in the time of 
Shah Jahan and dec-lining under Aurangzib. It differs 
from Persian painting (which was alrc-ady decadent 
in the 17th century) in that it is, although .still asso- 
ciated with calligraphy, far le.ss definitely than Persian 
art an art of book illumination; it differs, too, in its 
greater actuality and its representation, no longer 
of epic themes, but of “what we have ourselves seen 
and heard.” Many fine examples are exhibited m 
the East Indian corridor. Those of the Akbar period 
include two paintings representing the Birth of a 
Prince, a page from a Shah Nama, a scene from the 
Ramayana, and a part of an illustrated MS. of the 
Rasikapriya of Kc-sava Das, with the Hindi text. The 
collection is richest, however, in works of the school of 
Jahangir (see pp. 288-291), of which perhaps the most 
important is the Darbar of Akbar (sec p. 288), with 
portraits of Akbar, Jahangir, his two grandsons and 
many of his courtiers, whose names, many well known, 
are recorded on the picture itself. This work, like 
many other Mughal paintings, represents a collaboration. 
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and is composed on the basis of many separate studies : 
the painters may have been Abnl Hasan and Raja 
Manohar Singh, the date about 1620. The painter 
Bishndas, higldy praised by Jahangir, is represented in 
the embassy scene where Shah ‘Abbas I of Persia is 
seen receiving a cup from Klian ‘Alam, the Indian 
ambassador. The portrait of Malik ‘Ambar (see p. 289) 
is powerful and dramatic. The poignant realism of a 
little drawing of a Dying Man is even more impressive 
than in the finished picture of the same subject now in the 
Bodleian. The collection also includes a number of 
works by the famous painter of animals, Ustad Mansur 
(see p. 290), and a remarkable monochrome drawing of an 
elephant, unsigned. 

The decorative arts are represented in the collec- 
tions mainly by the jew'elry and textiles, the former 
including fine examples of Jaipur enamel and of South 
Indian work in filigree and “gold-embedding ; the 
latter an interesting series of printed cottons, gold 
brocades (see p. 293), and Kashmir shawls. There are 
also important examples of Indian rugs including the 
well known Mughal hunting carpet given by Mr. Lrjthrop 
■Ames (see p. 292). 

The collection is mainly the gift of Dr. Denman 
W. Ross. Many of the paintings, all the MSS. and 
nearly all the small bronzes are from the collection 
of Dr. Coomaraswamy given by Dr; Ross. Important 
examples of Indian jewelry from the Gardner-Brewer 
Collection have been bcqueatherl by Mrs. Arthur Croft and 
others have been bequeathed by Hervey E.lward ^^ctzel, 
and presented by Miss Ia)uise M. Nathurst (.see p. 291). 
Some of the paintings are from the Goloubew collection, 
and the remainder of the series consists of other ^fts, 
loans and purchases. ' 
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Aralohtesvara iHotlhh(tttva)y Cast copper, tiHifni 
i/ilt and Jeurlled. Sepal, IX. centanj 
Ross-Coomaruswamy Collection 
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Cmdi (Durga) daying the demon M ah tsa 
Basalt relief, Hrahmanical, Java, 
XI. century 
Ross Collection 
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Darlmr of Alchar 

Mmjhnl, Sr/uh}f of Jaiunujir {uhoi/f 
(iolonhcir ( \)lfecfion 
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Jahangir Aboui 2615~162(> 

Ro6!i-Coomaraswamy CoUcciton 



Gold ne^klaces^ one u'lth rubies 
Southern India and Ceylon 
Nathurst Collection 
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fing MnghnJ, early XV U. ct'ufury 

Prohithly made in Lahore or J>elhi 
Ame.s CoUertion 




Uofd finiiuitlt' ( l\ hnkUirtih ) hulmu. \ 1 //. rinhiiy 

fnnu ^inntnifohutl 



CHINKSK AND JAPANESE ART 

The objects illustrated on the following pages 
are a representative choice from the Museum 
collection. All can be seen at any time, cither 
in the galleries devoted to the type of art they 
represent or upon application at the Office of the 
Department (C and J in the plan on the next 
page). 

In order to show the eolleetion more i onij)letel\ 
than IS possible at any one time the exhibits m 
the galleries are frequently changed. 




Gkoinh Fioor 

O^J imliruft's thy uf thy hypni'tmeut 
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CHINESE AND JAPANESE AllT 

O NE unfamiliar vith the art of tlie extreme 
Orient is likely, xvlien first brounht faee to face 
xvith the xcork of some Chinese or Japanese 
master, to find but little that appeals deeply to him. 
He will recognize, perhaps, a certain charm of line, 
color, or composition, little dreamincr tliat what is 
before him may be a subtle exposition of cosmic jihilos- 
ophy xvlierein e\ery detail is full of sio'iiificance ; for 
the art of the East delights rather 111 siicgestinfj the 
inner spirit of tilings than m reproducing their mere 
outward forms. 

Even as the iiictured antagonism between the tiger 
and the dragon represents the ’I'ao'st conceiition of 
the eternal struggle between matter and sjiint, or as 
the great circle, wherein sits the imnunable figure ot' 
Uai-Nichi, teaches the Buddhist doctrine of all-con- 
taining Oneness, so the simple ink sketch of a sprig ol 
bamboo, by some Zen monk, implied the ei|ual impor- 
tance of least and greatest in the infinite rhythm of 
the Universe. 

Again, so different from ours are the conventions of 
the Oriental artist that the * (|ueeruess ot eieri thing 
at first oi'crshadows all else. ^et, it the beholder is 
not too young, he may rememlier how in the dais 
before the development ot iiistantancous photograph! 
people laughed at the ini|)ossible attiludcs assumed 
by the pictured steeds of ( Inna and .lapaii, while thei 
themselves represented the galloping horse as poiseil 
aboie the ground, with legs stiffiy stretched behind 
and before. A spirit of retlectiou once aroused, further 
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comparisons will susfrest tliemselvcs, and, as the first 
efFcct of strangeness begins to wear off, the inquirer 
will finil himself discovering so many new terms of 
truth that before long he will wonder whether after 
all Ins own art is so ininieasurably suiierior to that 
before him. 

Every mode of art is the result of civilization influ- 
enced by the ]ieciiliar genius of a jieople. In the light 
ot modern research it seems possible that the earliest 
liigli state of civilization and consequent art expression 
was developed among those nations living in the region 
east of wliat is now known as Asia Minor, whence the 
imiHilse spread in different directions to meet with 
special modes of refinement in Egypt, Greece, Meso- 
potamia, India, and China, from the latter of which 
countries it found its way to Korea and Japan. 

During the early centuries of the Christian era there 
was constant intercourse between India and China along 
the great caravan routes of Central Asia, and tiuis the 
teachings of (iautama found their way to Cliina and 
inspired the [iliilosophy of the latter country with the 
religious fci'Mir of tlic former. From this combination 
was developed in the T ang Dynasty (.\.D. fil.S-POT) 
an art equalling that of tlie early Italian Renaissance 
in its siiirit of ailoration, but one in which the naive 
rendering of a few subjects was rejilaced by the pre- 
sentment of pliilosopbic conceptions vvliose least detail 
was full of symliolic meaning. 

'I'll is was the gohlen age of Chinese art and literature 
culminating in the exquisite refinement of tlie Sung 
Dv nasty, A. 1). tl(>()-l gtiO. The very splendor of Sung, 
however, iiroved fatal. The cupiditv' of chose same 
wild Mongol tidies, wlio were soon to trample the 
ancient glory of India beneath the hoofs of their shaggy 
steeds, became excited, and by the beginning of tlie 
thirteenth century China lay writhing beneath a con- 
queror's heel. Thenceforth, save for a temporary 
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revival durino- tlie Native Minij Dynasty, 13t)8-10t4, 
at which time aiul durinjr the first part of the followinff 
Ch'ing Dynasty the art of decoratin'; porcelain rea<'hed 
perhaps its greatest perfection, the glory of China lias 
been to a large extent a glory of the jiast. 

An agricultural people, living in a once highly fertile 
land, the Chinese have from time iniinemorial heeii 
subject to raids from the fierce nomad tribes inhabiting 
the great steppes to the North. The coiniuerors gen- 
erally settled down after their victories, and gradually 
became assimilated to the nianiiers and customs of 
their more civilized subjects only to he in their turn 
overwhelmed by a fresh inroad from the North. The 
vicissitudes attendant on these invasions, together with 
the damage done by numerous great floods, ha\e left 
but few examples of the early art of China, mostly 
bronze vessels and cercnionia! jade im))leiiients, which, 
buried with the dead, have remained iiroteeted by the 
earth till dug up by some later generation, 'file early 
bronzes, some of them perhaps dating back two thou- 
sand years before Christ, are generally of massive and 
dignified form, decorated in moulded relief u ith dragon 
monsters and conventional cloud, and other forms. 
Other vessels are themsebes fabhioned in the forms of 
animals or birds (see plate, p. .‘f.57). I'he early jade 
and other stone objects which have come down to us 
are also nearly all of ceremonial (|uality, many of tin- 
pieces reproducing the form of agricultural or warlike 
implements, as well as mystic embleiiis coiiiieeted with 
the worship of nature (see plate, )>. Slit)). 

The grave pottery of the Han D) nasty {‘.iOti B. f 
221 A. D.) seems generally to follow in stj le broii/.e 
forms; its decoration lieconies less eomciitional and 
abounds in hunting scenes among the nioiiiitains. etc. 
It is covered with a dark green glaze remiiiisecnt ot 
the patina induced on bronze by the action ot copper 
salts (see plate, p. Sti.)). 
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From the fourth century A. 1). forward Buddhism, 
which since about the l)eoimiiiig of the Christian era 
had been slowly filtering into China from the Indian 
frontier, became a livinir intlueiice, and a new school of 
art was develojicd at the hands of those artists and 
artisans who followed in the steps of the Indian apostles 
to furnish and adorn the newli -erected temples. This 
Indian art, revelhnn- in brdliant color and voluptuous 
lines, received later at the liaiulsof the more restrained 
C'liinese a dignity and impressiveness whieh it had 
hitherto lacked, and so':'\ol\ed an ideal type compa- 
rable with, though dilfering' from, that of Greece during 
her period of highest acinexement (see plates, pp. .‘51 h 
and ;5'si5). At this tune commnnieation between Persia 
and China oxer the grx-at trade routes of the North 
lieeame intimate, and much of Persian influenee became 
apparent in Chinese decoration. 

F.xery fresh impulse of Chinese thought or exiiression 
found its echo on the shores of Japan, there to receive 
tlie subtle refinement of natixe genius and to be pre- 
serxed long after its iiu niory had perished in the land 
of its birth. Thus the earlier art history of lioth 
eountries may best be studied side by side. 

Buddhism first reaehed Japan at the beginning of 
the so-xadled Suiko period, .'i.'iO-TOf), and the sculpture 
of this era folloxvs the st.x le of contemporary Chinese 
Art, being of a decidedly Indian type modified by 
Chinese ideas. Soon, lioxx-exer, tlie innate Japanese 
lox e of beauty became dissatisfied xx ith purely abstract 
representations and began to soften the rigidity of 
outline and to add a certain character of tenderness 
peculiar to the national consciousness. 

The folloxving Nara period, 7<f()“800, witnessed in 
•lapaii, as in Cliina, the production of a xast amount of 
sculpture, including the great seated bronze Buddha 
of Todaiji, fifty-four feet in height, in xvliich tlie be- 
liex’ers sought, according to the then prevalent trend 
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nf thought throughout the Buddhist world, to ejiibodr 
an idea of the sujireme unity of tlie cosmos in colossal 
and calmly meditating representations of the “Blessed 
One. ■’ 

The development of the idea of union hctwcen spirit 
and matter led, during the .logan period, Tl't— ilOO, 
to the representation of ditferent attributes of the all- 
producing (rodhead as separate emanations. Thus was 
created a pantheon of s.\ mbolical concc|>tions, which, 
by their nearer approach to human kind, gamed in 
vigor while losing some of the solemnity of the earlier 
works. 

In the Fu.iiwara period, (lon-lliut, .lapaii, having 
assimilated the teaeinngs of the eontnient, began to 
evolve an art and culture more nationally distinctive. 
With a return to ancient modes of thought, including 
the idealizatinn of woinaiihooil, the gods became almost 
maternal, and, in their intinite inerey and eompassmn, 
granted salvation to e\en the weakest. The paintings 
and seuliiture of this period are eiiaraeteri/.ed by great 
delicacy of line and color, aeeomiiamed by the lavish 
use of gold as re|)reseiitiiig the yellow light ot Paradise. 
Such conee))tious, however, saiiped the virility ot the 
court, with the result that the effeminate nobility left 
the enforcement ot authority throughout the eountri 
to despised provincial governors. The governors, ]iro- 
totypes of the daiinyo of a succeeding age, soon usurped 
all power, and through their mutual jealousies and 
struggles almost brought about a condition ot aiiarein , 
Out of this turmoil arose the eonmiaiulmg figure of 
Minamoto Yoritonio, who, aided by his ehnalrous 
brother Yoshitsune, seized the elnet ])ower, under tin- 
title of Shogun, “great general, ami in llbO lived 
his capital at Kamakura. 

During the T'ang ( V. D. lilSPOTl and Sung 
(OtiO-l'JSO) Dynasties, Taoist and Neo-CnnI'ucian ten- 
dencies of thought had brouglit to the fore m China 
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the Zen sect of BiKldliisin, which, discarding ritual, 
sought salvation through self-concentration and medi- 
tation. This school endeavored to establish direct 
communion with the inner spirit of things, regardless 
of their external accessories, and deemed the least 
atom as eipial in importance to the greatest god in 
the cosmic unity, a conception which had a vast effect 
nn contemporary art and gave birth to those simple 
ink sketches whose slightest stroke is replete with 
meaning. This was the great era of landscape paint- 
ing, which no longer remained subsidiary to some figure 
or incident jiortraycd, hut became an end in itself and 
lirodiiced tliose delightful and poetic sketches in which 
the Sung masters, true impressionists, give us the echo 
of a distant temple licll or the soft hush that comes 
before the snow (see jilatcs, pp. 3J1 and ,3;12 ). 

During the wars winch in .Jaiian ushered in the 
Kamakura epocli, 1 1 !•()-! .‘{.‘i", there was developed a 
spirit of iiidix idiialisin and liero-worshi]) which, together 
with the introduction of Zen modes of thought and the 
establishment of a system of military feudalism, had a 
great effect upon contemporary art. Tliis was the 
great age of portraiture both in sculpture and painting, 
when even the gods assumed more individualized char- 
acteristics, and artists delighted in representing the 
stress ot battle and the acliiexements of famous war- 
riors and saints (see plates, jip. .SIS and 33,a). To 
overawe the populace, we now first find paintings of 
the horrors of hell, executed with the same strength 
of delineation and x igorous spirit of action xv'hich 
characterizes the other work of this period. 

Owing to the steady growth of Zenism, with its 
subjective idealism and search after the inner spirit of 
things, the ,\shikaga period, 1 .S,'i7~ 1 otio, is marked by 
the general eliniination of color and detail from paint- 
ing. The great Aslnkaga masters, like Sesshu and his 
illustrious host of followers, in their enthusiasm for 
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simplicity, preferred the natural beauties of a bird or 
a flower to those t>t subjects more o\erlaid bv cir<‘um- 
staiice (see ])late, p. 33fi ). From now on |)aintino 
truly becomes writing (the Japanese use tlie same w<ird 
for the two arts), and a pictured scene becomes rather 
an essay or poem than a representation. The search 
for hidden beauty in all things causeil even the jircat- 
est artists of this period ea«erly to apply their Kciiiiis 
to the design and decoration of the humblest household 
utensils. In carrying out the idea of hidden beaiitj , 
they otfen concealed their flnest work beneath a com- 
jiaratively plain exterior, a practice which has to some 
extent survived till the present day. 

The feudal barons of the Ashikaga period were con- 
stantly warring one with another, e.uh striiing to 
obtain supreme control of the government. Out of 
this state of chaos arose the figure of Toyotomi Hidc- 
yoshi, a man of the humblest origin, who, by his 
Napoleonic genius, became in l.iK'J virtual ruler over 
a unified Japan. Like most parvenus, he and his en- 
nobled genei'als sought in their paku es for gorgeous 
effects, often replacing the sober refinement of the 
Ashikaga decoration by a wealth of gold and brilliant 
color. In conformance with the taste of his jiatroiis, 
Eitoku and his army of pupils studied the models 
brought back by Hideyoslii's generals on their return 
from Korea, and upon their own native golden screens 
enthusiastically produced gorgeous jialace scenes after 
the fashion of the Ming Academy, bountiful ot color 
and exuberant of spirit (see plate, p. fll-O). 

Affected bv the sjurit ot tin* nines. Koetsu (d. Iii.'ii ) 
and his great followers, Sotatsii (miildle seventeenth 
century) and Korin (d. 17H'), established the sc hool 
commonly known as that of Korin. This school sought 
to combine the rich coloring ot )ire-.\shikaga days with 
the bold treatment of the Zen school, and. anticipating 
the French impressionists by two centuries, depended 
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for its eftfcts nitlicr on liro/u! iii/issrs of color than on 
line ( sec jilatr, p. to). 

After tlic death ot' Hi(le\oshi, l\e\asu, the greatest 
of the daiinios, founded the 'l'oUui;a\va .Shogunate, 
and through Ins Maehia\elhan skill in statecraft insti- 
tuted a eoinplieated s\sleni <d' eonirol which enabled 
his descendants ])eaeefulK to retain the .Slioguiiate 
until the Hestoration of ISiiS. 

I nder the eiieoiirageinent ot lyeyasii and his imme- 
diate Successors, Kano ’ran\ u and Ins followers endeav- 
ored to return to the punt\ of the Ashikaga masters, 
hut with oid v partial suceess, for the spirit of the times 
was against them, and the new iiohility and rising 
middle class deinamled soniethiiig more decorative and 
easily understood than the spiritual concepts of Zen 
philosophy. In response to this demand there arose 
a more democratic s< hool, and Sanraku (l.j.'dt-ltidd), 
gifted successor of Kitoku, Itclm ( 1 lid I - I Til t), and 
niaii>- another skilled painter emplo>ed their brushes 
in detiieting popular fcstixah .-iiid other everyday inci- 
dents, thus preparing the way for the I'kiyo-e, or 
school of common life. 

.After centuries, during which the xarioiis great feudal 
princes had been almost constantly at war with each 
other, came the long * 'I'okiigaw.i jieacc " and the rise 
ot the commons to positions id' wealth and ease. These 
people demanded an art w hudi they could understand, 
and in response to their call many Kano and other 
artists began deincting the popular festivals and 
customs of the day with all the technical skill and 
tradition of their art heritage. In connection with 
this movement the art of ])rmtiiig in colors from 
w'ooden blocks was brought to a high state of per- 
fection. but as later artists of the school, with a few 
notable c\ccptions, in accordance with the jioinilar 
demand, turned their attention for the most |)art 
to the portrawil of popular actors and beauties of 
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the Yi'‘'hiwMia, theii vork ii;nTi>w<’fl ;ind finally name 
to an end amid the general ii])heaval attendant on the 
Restoration of IStiH. 

In the middle of the eighteenth eentnvy there arose 
in Kyoto a realistie sidiool, whieh owed its inspiration 
partly to the ineeption of a similar nnneinent in China 
and partly to a direct study of European models. 
Under such masters as Okyo, I 7o‘’>^ I Th i . and (ianku, 

I 7 1 h.'iti, this school ]>rofhiced many delicate and 

graceful comiiosit ions, rchich, however, sometimes 
laekeil the eoinietion inherent in the woiks ot the 
Ashikaga and Toyotoini masters (see plate, p. .‘iff). 

Amid the tnrinoil of the Restoration ot ISliS and 
the suhseipient indisi-riminate enthusiasm tor everj - 
tiling Oeeidental, Japan for a while regarded her 
native art and its ideals as necessarily interior to those 
of the countries whose seientitic and ineidianieal tri- 
uin))tis she so greatly admired. Graduallr however, 
after a more intimate aeiiuaiiitanee vith the West, the 
lieople of Japan are hegnniing to realize that in some 
res|)eets their own ancient eiiihzation by no means 
sutfers in eoinparison with that of Europe and .Kineriea. 
and many artists, adopting from foreign )>raetiee such 
aids as seem to them desirable, are again seeking 
inspiration from the ideals ot their own eaily masters. 

E. (i. C. 
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Sculpture 

The earliest examples of Chinese stone sculpture known 
to us date from the Han period, B. C. ‘20()-A. D. 221. 
They are, for the most part, in the form of thickish 
slabs of gray limestone decorated on one side with 
chiselled drawings of semi-legendary scenes, and were 
used as sheathing for the small anti-vaults and more 
imposing pillars huilt to mark the graves of imi>ortant 
Iieople. Of these slabs the Museum possesses se\ eral 
specimens which may be attributed to tlie second cen- 
tury of our era. The designs they bear are executed 
in broad outline, with so little suggestion of relief 
modelling that they seem to be more nearly related to 
painting than to sculpture. They are, moreo\er, char- 
acteristically Chinese — quite unaffected, apparently, 
either in motive or in technique, by the religious ideas 
and arts which had found their way from Buddhist 
India to China at least one hundred years before the 
date assumed for these slabs. Three centuries later, 
however, the influence of Buddhism was already wideli 
disseminated among the Chinese, and was everywhere 
stimulating the production of monumental sculpture 
in the round — a form of artistic expression for which 
the Chinese seem never before to have felt aii_\ 
great need. 

In the Museum's numerous collection of Buddhist 
and Taoist sculpture this striking iievelo|)iiient of 
what was practically a new art in China may be ade- 
quately followed throughout the iieriod of its greatest 
activity, — from the fifth to the ninth century, — 
special attention being merited by the sealed figure of 
Maitreya and the standing figure of I’adniapani, — both 
pf heroic size, — the wooden statue of a Bodhisattra and 
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the sinaller marble statue of a Bo(lliisatt\a, — each one 
ty))ical of an imi)ortant pliase in this hi'iHiant evolution. 

As examples of early .Japanese .Sculpture there is a 
rather provincial hut interestinji uooden statue of 
Kwannon, [nohahly of the earl\ T’enijiyo period 
(7-9~T9.‘i), and a heroie standnifi Bixlliisattva ot the 
late Tenipvo ])erio(l, carved - with the exception of 
the arms, which are a later restoration ~^from a single 
block of wood. This figure follows late Six Dynasties 
and early Tang ideals, hut with a certain softening 
of line and nearer ap|»roach to humanity iieculiar to 
all .I.iiianesc translations from the Chinese. Another 
very fine example of the work of this period i.s a little 
bronze statue of a Kwannon in which dignity and 
tenderness arc wonderfully comhineil, while the fol- 
lowing .logaii perual (Titf-iKio) is represented by a 
luimher of specimens, among which is a classically 
Chinese wooden figure of Taishakii-tc'i (the gift of a 
inemlier of the Department ) once coiii|ilctely overlaid 
with a hrilliaut decoration of “ mitsudaso,' ' a mixture 
of oil, pigment, and white lead, of which traces re- 
main on the face, hands, and a few small portions of 
the robe. 

Among the h'ujiwara pieces (poO- 1 |it~)is a Dai-Itoku 
of the tenth century, whose triple head shows wonder- 
tiil modelling, and a large Amida, whose calm, dispas- 
sionate serenity well expresses the trend of religious 
thought at that period. 

Among a number of Kamakura (i IP.'j-l.SDo) pieces 
are two small figures of monks whose individuality 
stands forth strongly, and a dated (l.'i^o) ,Tizo, which 
well shows the closer apiiroaeh, in this lieriod of indi- 
vidualism and hero worship, of divine ty|)es toward 
those of humanity. 

In the Asliikaga ( 1 I ,)7R) and d okiigawa (itiO;?" 
1868) periods representations of the gods became 
highly formalized, while the development of the 
Ao-drania, in which ancient heroes and senii-niythical 
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characters related their philosophic and temporal 
adventures, called forth a school of mask carvers, 
perhaps the greatest ever known in the world's his- 
tory, of whose work the Museum possesses some fine 
specimens. F. (!. (', 
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Clift <»t Dr. D. W. Ross and Messrs. G. M. Lane 
Alexander Cochrane, and G. R. White. 
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I'he Hiulhhiillril Mnil rrilti 


Chme.ie. Early Fifth CfutHry IhiyhI. I .'Mf, m. 

Gi\en by Dr. Denm:iu \V. Russ in ineiiKny of 
Okakura-Kakuzo, late Curator of Chinebe and Japanese 
Art at the Museum. 
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Chinese, Late Si.it h <fr I'Uirly Set'enth ("sntiu'y Heiyhf , 'tn, 

Ai'c'ession hy purchase. 19I.i. 
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\\ DtKhu S/a/ti4' (/J <t Jiifi^hisdt/rn 
.! dp<iut'X4^ , Tempyti l^er'iiul, ^1. />. 



JAPANESE SCULPTURE 



Bronze Ktrannon, Japanese, Tempya Beranl, '^ini—siia 

Kxeannon, spiritual son of Aniida, the (‘ompassionate 
Bodhisattva whose tender pity towards all creation 
forbids his entering Nirvana until the utmost atom in 
the universe shall have gone before. Althougli gener- 
ally represented, especially in later art, as feminine in 
aspect, Kwannon was originally conceived as a youth 
approaching manhood. 
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W'lKuif'/t Sen! pf ure, Juptiuese. itiith i'f'ntnry 
Fu/tiniiui Ffrimi, !nm -/ lUi) 

l)al~Itoku, iMu’ ot tlie H\e or protector^ t»t 

tlie people*. 
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The oldest and one of the most beautiful and inter- 
esting pieces in the collection is a llokke Mandara, 
representing the Buddha seated upon the Eagle 
Peak” in the midst of an attendant concourse of 
Bodhisattva and Rakan, to whom he expounds the 
Mahayana principle. Although much ot the back- 
ground and lower part of the picture has been de- 
stroyed, one finds in the figure of the ‘ Blessed One 
and his attendants the same calm sublimity nt spirit 
and exquisite feeling for line w Inch mark our famous 
marble torso of Kwannon, but in this ease with the 
added glory of that color which the latter has lost, 
while a close study of the background i lelds us con- 
siderable insight toil feature of T ung painting hitherto 
little known. 

The celebrated album of Yuan Yuan, a scholar and 
expert of the eighteenth century, wliieli has recently 
come into our ])ossfssion, contains a number of little 
Tang and Sung paintings of exquisite (piality, xvhile 
in the roll of the Emperor Hui Tsung we have a 
wonderfully presened example of the delicate drawing 
and fascinating color of a great artist following, accord- 
ing to tradition, the work of a T ang master. Besides 
the ten paintings of the Daitokuji Rakan set we have 
a complete set of sixteen Rakans by Lu Hsin-chung 
( Rikushmchu), with the artist's signature in small 
characters upon the trunk of a jiiiie tree in one of 
them. 

Among the Sino and Nepali-Tibctan ])aintings we 
have, one of them a Shaka, five pieces from a very fine 
and rare Yuan set of Rakans, taken from the Lamaserj' 
of the summer palace at its sacking in IHliO, while ot 
the Ming Academicians xve have a lumibcr of notable 
examples, including a long roll Siuing Festival, 
attributed to Cli'iii Y ing, a fine mountain landscape by 
Laii Y'ing, and a deliciously delicate ’’Flarp Player in 
a Pavilion ” by Ch lu Y'lug. 
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The eight Fujiwara Buddliist paintings in the 
Japanese Collection are all of high quality, especially, 
perhaps, the great tenth century Bishanion Mandara, 
with its wonderful sweep of line and color, surely the 
original composition of a great master, while among 
the one hundred and thirty-three Buddhist paintings 
of the Kamakura period it would be strange indeed if 
there were not some of the highest ortler, full of the 
rigor and stern individualism of that warlike era. Of 
the Kamakura Romantic school we have a fragment 
from the famous Jigoku Zoshi or Hell scenes and one 
of the three famous rolls, formerly attributed to Sunii- 
yoshi Keion, which hold first rank among the battle 
pictures of Japan. 

Among the one hundred and eleven Ashikaga Bud- 
dhist paintings are many rich pieces, hut the greatest 
talent of the day followed the triiiiniihant march of 
Zen thought, and expressed itself mostly in the strong 
black and white impressionism of Sesshu and his noble 
following. Among the eighty-eight screens and jiaiiit- 
ings of this era in tlie Museum may he nientioned a 
Josetsu landscape from the Kohori Knshu C ollection, a 
pair of monkey and bird screens painted by .Sesshu at 
the age of seventy-two years, and a jiair of monkey 
screens formerly attributed to Sessoii, but now jirm ed 
to be part of the same set of which the Miyoshinji 
Temple possesses two examples mounted as kakemono 
and known to be the work of Tohaku. 

Of the Post Ashikaga hlcalistic and early Kano 
schools we have fine specimens of nearly all the great 
masters, together with several splendid ])airs ot golden 
flower screens by Sotatsu, the far-famed ware screen 
of Korin, and other smaller paintings by these artists 
and their followers. The long lokiigawa Peace, ’ 
IfiO,”?-! 8f)8, witnessed a iierunl of luxury during which 
the Kano Academy, the latter Tosa school, Kyoto 
Naturalists, the new Ukiyo-e school, and others, ried 
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with each other in the qu.-ility and ([uantity of then- 
artistic output, fine .s|)cciniens of r\hicli, by the best 
masters of the day, may be freely found among the 
many iheces in tlie Museum. 

Owing to tlie great si/e of tile eolleetion, e\en with 
greatly added facilities for exhibition, the Department 
will never be able to put before the public at any one 
tune more than a very small jiro))ortion of its treasures; 
it will, however, be always ready to receive visitors at 
its executive office, and to show them, under such 
regulations as are neeessarv , aiiv further paintings 
which they may desire to see. I', ti. C. 
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'Ihe rlumf ( Uakait ) Jhirhhn anrendin^ fo the sky 

in mntemplnfion of wafer and fire 
Ity Llion Chi-fhany ( Shu Ki~jo) and Lin Ving-knei ( Hin I'ei-kei) 
Chinese^ Twelfth Ventnry 
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Chinese Bndilhisf Bninfinff inj Ln Hsin-rhtny ( Bihtshinrhiu) 
Early Thirteenth Century 

A Rtikan beside a lotus poiul, sittiiis in conteinpla- 
tioii beneath a willow tree. One of a set of sixteen, 
in full eolor on silk. 


. mm 



3^8 


CIIIXESE AXD JAPANESE ARl’ 




CHINESE PAINTING 


329 



Ihil y^h'ht, fuff rnfor on xfJk 
Jupanfiney Fujhnira Periittl Luft' f^lcrt'tifh (’I'lifury 
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I>('f all from Maklmono Pt'Pparbtrf the- Silk'^ 

Chinese, ])ainte(l In the Kmperor Hui Tsung, early 
twelfth century. Said to ha\e been after the work of 
a T'aiig inastei . Full cador on silk. 
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Fish. Ink Pninting on 
Chinese. Early .Ming Dynasty. 

Attributed to Lai An 
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Landscape Ashikaga Period, ISSr-lddd 

Painting on paper in ink, with slight color. School of 
Motonobu, 1J77-1559. 
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Falctm m a Hock Ashikaga Period, lS37-t6S2 


In monochrome, on paper, by Kaihoku-Yusho, 1532- 
1615. 
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Oiu" of a ])air of srretMis in nionocliroint'. 
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fittfiickd by Ins discijilts Gaiislii and Shoshi. 
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An admirable exainjile of tlie I>old decorative treatment of the Koetsu scliool. 



Light color on silk. 
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Pt'n Fov'l School tif V.hjhtceiifh ('cntucy 

Pn'toil. lSf,S 

Full c<)l(»r oil .silk, probably by Sosbist*ki’'s 
Soshizan, 1 7^*2“ ISOo. 


son 
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Deer Tukuijau n Denude lljO.-i -lS6ti 

Painted by Ganku, 1749-18S8, who founded the Kishi 
School. In monochrome, on silk ; slight suggestion of color. 
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Cormorant X, Myoma Ih^rn 


Middle Ximleenth Century 
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jAi'ANKhK Prints 

In Japan enijraved \vood-l)!ocks were employed for 
the purpose of inultipljt ino Buddhist images in outline 
as early as 844 , the art Iiaving been introduced from 
China at a sonieiihat earlier date. * The first known 
Japanese printed jiicture of a secular subject may be 
assigned to the twelfth eenturi , though in this instance 
the printing- was onlj intended a.s a guide for the 
further application of ink and color. It is, however, 
not until about that prints illustrative of popular 

themes began to be jiroduced in single sheets as ine.x- 
pensive substitutes for paintings of the genre school, 
which by this date had become firmly and independ- 
ently established under the name of the Ukiyo-e, or 

Pictures of the Fleeting World." The development 
of this sciiool, which in tlie West is best represented 
by the in-ints, has covered nearly three hundred years, 
and may be divitled into (l) the period during which 
artists of repute devoted themselves to jiainting jwpular 
subjects under tlie patronage of tlie powerful and the 
wealthy : (■-2) tlie period when prints gradually made 
their appearance as substitutes for the contemtxirary 
genre paintings iihicli had become more plebeian in 
moth e and in quality; (.") the period beginning with 
the full development of woml block printing and end- 
ing with its complete degeneration, during 1x111011 the 
artists of the Ukiyo-e, catering to the masses, designed 
almost exclusively for prints. 

These prints, produced, generally speaking, by com- 
mercial houses to supply the demands ot popular taste, 
naturally treated of themes which were popularly 

'Tiu- records show that liiahlhist scriptuns were iirinted 
from wood-blocks in China as long ago as dlld. and in Japan 
in Toll. 

“The first publication of wiM)d~hloek prints in single sheets 
depu-ting current events may with certainty he assigned to 
the early seventeenth century. 
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appreciated — familiar pla> s, celebrated actors, famous 
courtesans, noted scenery, current events, etc., — in 
fact, almost every phase of nature and of the pictur- 
esque life amid which the common people moved. 

The technical development of the Jajianese color- 
print may be roughly traced through the following 
stages: Sumiauri (prints solely' in black and white), 
Tan-e (prints to which tun or red oxide of lead also 
was applied by hand, occasionally supplemented by 
yellow, green, or brown), Uniski-e (hand-colored prints 
adding red, yellow, and blue, with frequent use of 
brass flakes, their chief characteristic being masses of 
lustrous black produced by the use of a thick pigment 
overlaid with a coating of glue, and resembling the 
black lacquer or urushi surface), Beni-e (prints employing 
beiti, or rouge, and green printed from W(xxl-blocks), 
and Kisliil-i-c (polychromatic wood-block prints). 

To appreciate .lapanese prints one must bear in mind 
that they were produced through the combined efforts 
of three individuals, — the designer, the wood-block 
carver, and the printer, — all of whom worked more or 
less under the control of the publishers. 

The Museum pos.sesses a large and comprehensive 
collection of Japanese prints principally from the 
Bigelow Collection, greatly augmented by the Ross 
Collection ; and though only a small portion is shown 
in the galleries at one time, the remainder is accessible 
to students in the Department Study, where literature 
on the subject, including contemporary illustrated 
books, may be consulted. K. T. 
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SK/tura Kikiititijo ]/ (fnO-Jitt/mt Ji’htktunt }\n/zo II ua 'J'nkuhei 
Cohn’ prints (issiijnrtl to/ /tnnrJoi, rirro 170f)—liSll 
Joponsss I kipo-r Srhind 

Thk .Mi,\<>i{ ^Wi-- 

III Cliiiia and Japan, as elsewliert-, tin; minor and 
applied arts echo the aims and ideals expressed in 
seulpture and paintiiiK, and ipiite as definitely show 
their derivation and inter-relation. Thus the snrtaee 
of a sword anard may remind us of the Zen tenet that 
the least atom is of eosiiiie iiiiportaiiee, and the carving 
of a iietsnke emphasize the debt — honorably aekiiowl- 
cdiied and nobly acf|intted — which the Japanese owe 
to the older life of China. 
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The oldest leniains of Chinese civilization which we 
know are bronzes and jades. They are vessels, coins, 
and implements of various kinds, which have lasted 
partly because of the durable material of which they 
are made, jiartly because since prehistoric times the 
Chinese have regarded them as precious. The Museum 
collection of bronzes carries us very far back into the 
life of the Chinese, and illustrates the beauty of the 
forms and designs which the Chinese so loved that thei 
echoed and re-echoed them through succeeding ages 
of development. 'I'ogether with such jades as the 
Museum possesses, — ceremonial implements, insignia 
of rank, precious objects for intimate use,^ they indi- 
cate a great and established richness of life in ancient 
China. 

Bronze and pottery seem to be the only productions 
of the minor arts in Korea that are worth while, and 
in both kinds the derivation seems distinctly traceable 
to China. Only in pottery did the Koreans a])parentl\ 
do anything remarkably distinctive ; they produced a 
gray-green ware and a green-toned white, which show 
a high appreciation for a certain delicate beauty. 

Of the minor arts of Japan wood and ivory carving, 
sword smithing, metal working, lacquering, and pottery 
making were developed to a high degree. In all ot 
these the Japanese have excelled, though in no other 
directions have they gone so far in a way of their own 
as in the making of swords and sword furniture and in 
the use and adaiitation of lacquer. Ihe pre.scriptions 
of the feudal system, the gradual formalizing of social 
customs, the deliberate withdrawal troin all distracting 
alien influences fostered Mich a development, with the 
result that the artists in metal and lacquer grew into 
an understanding of their media and a power of handling 
them within ])rescribed limits that produced works of 
surpassing quality. f 
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ChtneK'. ]h'i))(Z(> I 


t'h'Cit ]>. i 
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Chinese Bronze Mirror {reverse side) 

The design is an arrangement in coneentric spaces 
about the large knob, of leaf-like ornaments, nipples, the 
seven divine figures, birds, fishes, and beasts. 'I'he cast- 
ing is remarkable; it was [)robably done at the shang-fang, 
the imperial foundry, in the Han Dvnasty (206 B. C.- 
221 A. D.). 
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Chlncup, Tiron-K Ihi, irilh hixrrip/hn ffirhif/ I'nff ,1. T>. 1 jl 


T'ang Mirror. 
The large central 
design shows two 
p li o c n i X e a on 
clouds syinnictri- 
cally placerl, and 
two ornaments as 
settings tor char- 
acters which read 
one t li o u -S a n d 
autunins” and 
signity longevity. 
The border shows 
c o n V e n t i o n a 1 
clouds, lotus 
sprays, and four 
jewels. 



llmtize Mirrar [n'l'f /‘.vr utih ) 
Chinese, T'uny liyiinsty 




^fontifing of Tapper Bhuh\ htfe Fnjhrar<i J^eniffn (T<tkvy(ut'a irorkmavslup) 
Movuting of Loirer Tokugaira J)ei<ign 
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'^irord Otmrd (Iron) 
MytK'hhi Style 
L<tte EightePnth Century 


■*> , 



• • 


Sv'urd Guard (Iran) 
Signed Myochtn Muneytnshi 


Design of fireflies 
and grasses in slia- 
kudo (a composi- 
tion of gold and 
copper), copper, 
and gold, on iron, 
by Itsuriuken Mi- 
boku, a celebrated 
artist of the Xara 
School, 169J-1769. 

Design of stone 
lanterns in silver. 



Japanese Su'ord Furniture, Kozuka Hilts 


shibuichi (composi- 
tion of silver and cop{)er), and gold, on shakudo, by At- 
suoki, who worked in Kyoto about 1840-1860. Otsuki 


school. 




•Iiipinnsf liini { Mi’iliriite Jlo.efs). to he irorn snepeidhil 

Jt'inti the ti'li'itle 

Jiiro. Hicf-bo.it'- the water. Applied lead 

aiul iiiother-iit'-peail. Sijiiied Kc)ma-Kwans>ai. Pia)b- 
ably the second Kwansai, early nineteenth century. 

Black lacquer, witli porcelain toys applied. Signed 

Haritsu, eigiity-t'our years old,” lOtit— 17d7. 

Crows in autunin forest. Signed Kajikawa. Prob- 
ably the second Kajikawa, about the middle of the 
seventeenth centurj . 
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Cliitime Pdttery. lluii Dyiiasfi/, ..'//o' ]l. J>. 

Urefii yiaze; on the nn'er ore Kunting 
among Mountains 


C'hinesk Pottery 

Pottery may be identified as having a more or less 
Iiorous body, ojiaque, and varying from soft friatidity 
to the hardness of porcelain. In Cliina, as in many 
other countries, it was made before the d.awn of history. 
The practice of glazing it, and thus rendering it imper- 
vious to water, dates in China as far back, iirobably, 
as the second century B. C. .So far as we know, the 
first gl.aze used by Chinese potters was thin ;uid green, 
ami the clay invested with this glaze was generally 
reddish in color. During the following twelve centu- 
ries Chine.se potters gradually refined the clay and 
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invented new {flazes, — white, blue, and preen, in 
various tones, black, and celadon, — until, in the Sunp 
Dyna6t3-, their wares reached great fineness and beauty 
of form and glaze. 

From a time long before the use of glaze Chinese 
pottery has been decorated with designs modelled in 
low relief or incised in the clav. In the Sung Dynasty 
the potters began to use over-glaze decoration; but so 
far as extant examples inaj- serve to guide us, the beauty 
of Chinese pottery remained, through this and the two 
succeeding dynasties, in the form, in the incised or 
modelled decoration, and in the glaze. 



Vttiti'ry from it tirare 

Six' Dynasties 
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Chinese Pottery Jar, P any Pynasty 
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The jar on the previous page is an early example of 
])ottery made for domcstie, not burial, purposes. The 
beautiful ineised deeoration is distinctively T'ang. The 
potting and the gla/ing show the high degree of skill 
attained by Chinese ])otters a thousand years ago. 






tamel, glazed Pottery, T'ang Dynasty 


Figures of men and animals, and models of houses, 
utensils, and the like, ha\ e been buried with the Chinese 
dead apparently since early in the Han Dynasty, B. C. 
‘.lOti-.X. I). The horse and the camel illustrated 

are made of very soft white clay moulded in several 
jiarts, which were originally held together by slip and 
the glaze. Tiny are fine e.xamples of the best work 
ot this kind fiom the T'ang Dynasty, 018-907 A. D 
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Porrehihi Ilnirl Citing Itynanly 

C'liiNKSE Porcelain 


Porcelain — tlie hard, translucent, thoroughly vitrified 
ware — was first made in Cliina. For centuries its pat- 
terns and colors inriuenccd thetxittery ofboth Kurope and 
Western Asia, but not until the eighteenth century was it 
successfully imitated in Europe. It is said tliat the first 
porcelain was produced in the effort of the potters to 
imitate tlie appearance of jade, which is so greatly ad- 
mired by the Chinese. Many literary references testify 
to the beauty of the early porcelain, but few if any ex- 
isting specimens go back furtherthan the Ming Dynasty, 
lHti8-lt)44. The history of Chinese ])orcelain is the 
history of the Imperial factory at C'hing-te-chen, rebudt 
in 1 869 by the founder of the Ming Dynasty. Its period 
of greatest splendor was within the reign of the Emperor 
K'ang Hsi, when the earlier porcelain 

glazes and designs were rejiroduced and new ones in- 
vented. The brilliant colors and bold decoration ot this 
period were refined and weakened within the following 
century, and in part supplanted by a naturalistic floral 
decoration with carefully finished details in over-glaze 
pigment and enamels. Since the eighteenth ceiiturj 
the art of porcelain-making has lost its high distinction, 

F. S. K. 
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Titpenfri/ Afumf J 'fHO . J>. 


I rajrnient of a lai-fit r pit-ce of tilt- t al ly Miiig Dyna.sty 
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The Mohse Collection of Japanese Pottery 

V ARIOLS ])eiiods are recognized in the development 
of jjottery in Japan. The prehistoric pottery ex- 
humed in v arious parts of the empire is found in the 
shell heaps scattered along the shores from Yezo in the 
north to lligo in the extreme south. The pottery is usually 
in fragments, entire vessels being rare. It is hand-made, 
decoration either cord marked or incised with curious vari- 
ations in form in different localities. As the Ainu occupied 
the entire land before the Japanese, it was naturally sup- 
posed that this earlv pottery was made by the Ainu, though 
there is no historic evidence that the Ainu ever made 
pottery. An art of this kind once acquired is never lost by 
a savage peo[)le. (Examples of this prehistoric pottery 
may be found on the two lower shelves in Case II.) 

Next comes the early historic pottery, lathe-turned, un- 
glazed and identical in form and purpose with Korean 
pottery of the same pei ioil. 'I'his pottery consists of mortu- 
ary ves.sels and is found in dolmens and mounds. It has an 
age of from twebc to fifteen hundred years. 

The first definite history of the potter's art in Japan be- 
gins with the work of Toshiro in Seto in the thirteenth 
century, though fragments of green-glazed pottery have 
been dug up in Omi to which a famous expert ascribed an 
age of nine hundred rears. In the .ancient storehouse at 
Nara a soft green-glazed pottery is preserved which is 
known to lie a thousand years old. This, horvever, is prob- 
ably Chinese. 

The formal ceremonies associated with the drinking of 
powdered tea exerted a lasting influence on the potter s art 
and g.ave it that reserve and simplicity which is so char- 
acteristic of Japanese pottery. 

The collection of .lapanese I’ottcry is exhibited in the 
room at the left of tlic entrance to the Museum. Each 
case is numbered to faeditate reference to the plate in the 
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catalogue where the objects are described. The table 
with the catalogue may be rolled from case to case for 
purposes of study. In this collection is brought together 
the work of nearly every potter in Japan up to within 
thirty years, and the objects are arranged bv provinces. 

If one will recall the pottery of the Baltic provinces he will 
rememljer that little or no distinction is seen in the work, 
each potter copying the forms and rude decorations of the 
others. The Black Forest jxitters, covering a wide area, 
again show nothing distinctive in their work. In Japan, on 
the contrary, a local pride prompted the potter, the lac- 
querer, and other artisans to produce something original 
either in form or decoration, so that the provinces are dis- 
tinctive, and the names of the provinces are often used in a 
generic way in designating the pottery, such as Satsuma, 
Bizen, Izumo, Kaga, .\waji, etc. After the provinces were 
brought together under a strong central government in 
1868, provincial feeling still survived, and each province 
prided itself on special products, such as pottery, lacquer, 
textile fabrics, and the like. The strongly marked differ- 
ences between the dominant pottery of certain provinces 
may l>e seen by comparing the following cases: Hizen, 3, 
I; Bizen, a; Higo, 8: Xagato, 10; and many others. 

The Japanese potter derived certain methods of tech- 
nique from the Koreans, and for this reason a small collec- 
tion of Korean pottery has been brought together in Case I. 
The objects range in age from a thousand years and over to 
the present time. In ( ase 'i is a collection of early historic 
and prehistoric pottery of Japan. 

1 he casual visitor may enjoy the collection by simply 
noticing the remarkable qualities of glaze, the curious 
motives of design, the variety of form, and, above all, the 
reserve and sobriety shown in the decorative treatment. 

I or .sources of information, the work of amateur potters, motives 
of decoration. Korean indueiices, u.se.s of otqeets and other details, 
reference must l)e made to the illustrated catalogue of the collection 
published in 1 901. 



MORSK COLLECTION’ 


375 



Pottery of the Prorince of Sanuki 
Morse CoUediem, Case 19 




.A.f 
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Bottle Takatori Pottery, Pronnre oj Cliiktizen 

A good example of the freedom of the Japanese potter. 
A leaf design slashed in long strokes. The sides are in- 
dented for convenience of hamlling. Height, LJ inches. 


Morse Collection. Case 18 . 
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Jlirpr 

Kirhntg hy Charfps JnrgttP., 


The resources of the collection of prints are difficult to 
illustrate, since luilf-tone reproductions, while presenting 
an apparent facsimile, fail to render the subtler (jualities 
which constitute the charm and the value of prints. The 
illustrations are given merely to suggest a few of the numer- 
ous spheres of interest available. 

The collection was l)egun in 187'I by the gift of one print. 
To-day it holds a leading place among print collections 
in this country. I'he volume of material neees.sary to the 
usefulness of a collection of this kind forms an obstacle to 
its winning wide popular iavor. Only ii small fraction of 
the eighty thousand prints (approximately ) which form 
the collection can be shown at any one tune in the 
exhibition rooms. The visitor to the galleries is not 
aware of' the great mass of material in the Print Rooms, 
ready to jirovide pleasure and intormation. 

A few words concerning the range of the eolleetion 
will not be amiss. If one desires to hark back to early days 
of engraving, there is virile Mantegna sketching on copper ’ 
his strong figures, instinct with dignified grandeur. Karlier 
yet are the great series of Sibyls and Pro[)hets and the 
famous Tarocchi, while the goldsmith's niello impressions 
offer some early experiments in print mg from metal plates. 
The Museum is fortunate in possessing a number of these 
early prints. Turning to northern art, one visitor may 
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prefer the sprsnir-like purityof SchoiiKaiier's engravings, 
or he may respond to the j>ower of Durer's expressive, 
forcible conceptions. The vigorous message of early 
German woodcuts may afford pleasure to some, while 
others will prefer the bold, broad treatment of Italian 
chiaroscuro, suggesting by graded tonesthe varied effects 
of the painter's work. Raphael's genius may be ap- 
proached through the medium of his faithful engraver, 
Marcantomo. The realism of seventeenth century art 
in the Netherlands offers an immense field in etching 
Besides the Flemish engraiings of Bolswert, Pontius, 
and others of the Ruliens scliool, there are the jior- 
traits in \'an Dyck's famous "iconography,'’ thereare 
Cornel Visscher's forceful likenesses and Delff's plates, 
the Dutch peasant scenes of Ostade, the cattle pieces 
of Paul Potter, de Laer, Berghem, Dujardin, the landscapes 
of Ruysdael and ^^aterloo, and, above all, the masterly 
plates of Rembrandt, whose wonderful, versatile genius can- 
not fail to awaken a <lee|x;ning interest. A large collection 
of Rembrandt’s drawings in e.xcellent rejiroduction heljis 
to bring out the unique jaiwcrs of the great Dutch master. 
In France [xirtrait engraving reaches its highest perfection 
with Morin, Nanteuil, Edelinck, and the Drevet. From 
these beautiful plates one may turn with interest to the Eng- 
lish school of mezzotint engravers, to the portrait work of 
Green, McArdell, Smith, Ward. Watson, Reynolds, to the 
plates of Earlom or the stipples of Bartolozzi. Constable’s 
realistic landscapes are interpreted by the mezzotints of 
Lucas. Again a different mood will be met by Canaletto’s 
breezy Italian landscape etchings. 

An unfailing source of delight is always open to the 
amateur of landscape art in the wonderful plates of 
Turner s Lilier Studioruni, F.ngland and Wales, and 
other series. The beauty of the French metropolis 
inspires Meryon’s series of Paris etchings, and Whistler in 
his Thames set has recorded the poetrv of a traffic-laden 
river. Then there are Haden and Lalanne, Klinger and 
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Buhot, Corot, and Millet; there are Gaillard's exquisite 
portraits as well as the lithographs ot Delacroix, Raffet, 
Daumier, Gavarni, Isabey, Dupre, and Bonington. 

Tlie collection of American prints, though rather 
deficient in examples of early work, oflfers abundant 
material for the study of tlie nineteenth century. 

Tlie Print Department is also the repository for the 
collection of drawings (pp. 3H8-;iT~). 



Mailinnul anti ( 'htltl 

Engravmtj by Andrea Mantegna, lJ^dl-1506 
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ITip yt.sHvmpfhm of the \^irgtn 
Florentine Fmjrnring after Botticelli 


Early Italian t*n<rravin<ts reflect the frlory and perfec- 
tion of UcnaissaiH’c Art. Altfiou^h technically interior 
to conteni|)oraiieous Gcnnaii work, they are the fruits of 
a better tradition in art, and trt*at a wider ranjjfe of sub- 
jects. The tuirravers of Nt»rthern Italy were dominated 
by the se\ere ‘rrandeiir of Mantt'^na, while the Floren- 
tines show the iiiriueiice of Eini^uerra and Botticelli. 
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Sdhtt Jeromf in Jlia Ceil 
Engracing by Albrecht Diirer, 1^71-lCt'S 


Diirer is the greatest painter-engraver of the sixteentli 
century. His art, largely allusive, filled with tliought, (ie- 
mands thought on the part of the Ijeholder. Although aide 
to express beautv, he generally sets it aside for exjiressive- 
ness, action, power. Standing on the threshold of modern 
times, Diirer links the dark ages with our own. Obscure 
though his art may be at times, it always proves stimulating. 
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Frans Snyders {First State) 

Etching by Van I>yrk, ldlJV~164l 

\ 

For purity of style \ an Dyck's ])ortrait etchings are 
unrivalled. They vere done in so fresh and i)ersonal a 
manner a.s to he unappreciated hy his conteinporaries, 
so that in iiiaiiy ca.ses formal hackgrounds and accesso- 
ries w ere added with the burin by iirofessional engravers. 
The Museum collection contains tlie majority of his 
portraits, in early states, before this additional work. 






Blind TobU 

Etching by Rembrandt. I6t>6-1660 

Amidst the vast number of famous Dutch artists stands 
the mighty personality of Rembrandt. Be his medium the 
brush, the pen, or the etching needle, he infuses Into 
his art the vital, compelling force of the thought which 
animates him. He masters the secrets of nature by 
incessant study and keen observation. One of many 
examples of his powers is this groping figure of Tobit. 
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Portrait <tf Pom pour (Je IlrUirrrr 
Eny racing hy liolte?'t SanfetiH, IGJJ {'')~W7S 

French engraving is seen to Ix'st advantage in the work 
of seventeenth-centurv engravers. Among them none (jiiite 
equals the excellence of Robert Nanteiiil. In his plates the 
last word of technical |)erfection is spoken, yet the engrav- 
er’s refined taste keeps technicjue subservient to the message 
of his act. 
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Murif, hiiche^a of ^iMrnufer 
l''n<fi’arhi(J htj James Uafson, /7 *0 

differ Sir Joshnn Heynohls 


Me/./otint \v:is intnKliu'fd int<» shortly after 

its iiivt-ntiim. Little used at first, it eanie into general 
fiivor in the eijjhteentli eenturv. Its delicate hleiid- 
inffs and rich, soft sliadows made it the ideal medium 
for rendering the works ot tlie great English portrait 
painters. 
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Jiuylan (Ja^tU 

Mezzotint Enyracing by J, M. Tr, Turner^ 1775-1S51 

Turner will always stand in the forefront among land- 
scape engravers. His broad outlook upon nature is happily 
wedded to an intimate knowledge of the world, born of 
incessant keen observation. In hundreds of masterly com- 
positions he speaks to us of nature with irresistible elo- 
(|uence. The “Liber Studiorum” reveals his command of 
the graphic arts. Several plates of this splendid series, 
the one shown above for example, are his own through- 
out. When he left the mezzotinting to others, he usually 
etched the outline himself, provided a wash-drawing to 
guide the engraver, and closely watched the progress of 
the plate. He carries us to the quiet dreamy seashore in 
the gloaming, or to the storm-swejit cliffs of the Yorkshire 
coast. We watch with him the lowering skies over Hind 
Head Hill and the thundercloud on Ben Arthur. We see 
the vine-clad plains of southern I' ranee and the glaciers 
and peaks of Switzerland, only to return to the woodland 
scenes of the Aesacus or the Jason, and to the silent 
peace of lovely Raglan Castle. 
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Cotton Matht'r Peter Pelham. l(JS4(l')-17ol 

The soil of New Knijiand was not hospitable to the fine 
arts in early days ; only portraiture was viewed without 
disapproval. Ata time when English mezzotint developed 
its rich resources in portrait work, an English engraver of 
merit, Peter Pelham, came to try his fortunes in this coun- 
try. We owe to him a number of portraits, chiefly clergy- 
men, among them the above jxirtrait of Mather. The 
revolutionary period boasts of Charles Willson Peale, by 
far the most gifted of early American engravers. After 
the Revolution came David Edwin, A. B. Durand, John 
Sartain, John Chenej , and later Charles Burt and 
William E. Marshall. During the latter part of the 
nineteenth century wood engraving, as exemplified by 
W. J. Linton, Frederick Juengling, J. H. EL Whitney, 
Gustav Kruell, Timothy Cole and Henry W olt, achieved 
a character more original and pronounced and more 
nearly national than any other branch of art practiced 
in America, and etching flourislied for a brief period. 
All these changing phases may be lolloxved in the 
Museum colleetion. 




Creation of ]'ve 

C'lloml Drawing hy inUiam Illake, 1737-18.^7 


M illiam Blake was a mystic, livin;; among visions 
whicli lie attempted to interpret in his art. His pow- 
erful lonceiitions with their exquisite coloring and their 
peculiarities ot form carry one away from the realities 


COLLECTIOX OF PRINTS 


393 




394 


COLLECTION OF PRINTS 



The (Jleauers 

T>rniring hy J, F. Millet, 1S14-1S75 


The life and toil of the peasant forms the dominant 
theme of Mdlet s art. His {*;enius for terse expressive- 
ness is revealed in a score of sketches in the collection. 





I^tasant with a M'heeUtarrme 
Dratrinff ly J. F, Mithf, ISt/f-lSlo 


Close observation of the interplay of muscular effort 
and the force of gravitation is evident in this drawing, 
which is a preparation for the etching of the same subject. 
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Besides the Blake drawings and the sketches of Millet, 
the Museum owns a number of drawings in charcoal by 
William Morris Hunt, and a miscellaneous assemblage of 
sketches by various artists, among them some examples 
of the art of Tiepolo. This small collection of original 
drawings is su|)pleniented by numbers of excellent 
reproductions of the masterly drawings of Rembrandt, 
Durer, and other famous artists, found in the great col- 
lections of Kurope. Reproductions of Menzel's works 
and colored repriKluctions of sketches by Degas and 
Renouard are frequently consulted by visitors. 
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Books of referent e 

All of these are in the Print Department Library. 

Hind, A. M. A Short History of Engraving and Etching. 
Kristeller, Paul. Kupferstich iind [lolzschnitt in vier Jahrhun- 
derten. 

Lippmann, Dr. fr. Engraving aii<l ETehing. 

Chapin, Willisi 0. Masters and Masterpieces of Emgraviiig. 
Whitman. Alfred and t^alaman, ytaleohn ('. Print (’ollectors’ 
Handbook. 

Hichter, Emil II. Prints, their Technique ainl History. 
Weitenhampf, Frank. How to Appreciate Prints. 

Keppel, Frederick. The Golden Age of Eingraving. 

Carrington, FitzRoy. Engravers and Etchers. 

Carrington, FitzRoy. (Editor.) Prints and their Makers. 
Carrington, FitzRoy. (Editor.) The Print-(’ollector'.s Quarterly, 
Vols. I-VH: 1911-1017. 

Hamerton, Philip Gilbert. Etching and Eitchers. 

Wedmore, Frederick. Etchings. 

Wedmore, Frederick. E'ine Prints. 

Binyon, Laurence. Dutch Etchers of the Seventeenth Century. 
Bradley, IF. A. French Etchers of the Second Empire. 

Pollard, Alfred Italian Book Illustrations. 

Wornnger, Dr. Wilhelm. Die Altdeutsche Buchillustration. 
Thomo!^, T. II. French Portrait Engraving of the SeveJiteenth 
and Eighteenth Centuries. 

Dilke, Lady. French Engravers and Draughtsmen of the Eight- 
eenth Century. 

Model, Julius and Springer, Jaro. Der Franzosische Farbenstich 
des XVIII Jahrhunderts. 

Nevill, Ralph. French Prints of the Eighteenth f entury. 
Lalanne, Maxime. A Treatise on Etching. 

Singer, E. W. and Strang, W. Etching, Engraving and other 
Methods of Printing Pictures. . , . 

Chatto, IF. A . and J ackson, J ohn. A Treatise on IN ood Eingra> ing. 
Linton, W. J, The Masters of Wood Engraving. 

Whitman, Alfred. Masters of Mezzotint. 

Prideaux, S. T. Aquatint Engraving. 

Curtis, Atherton. Some Masters of Lith(»graphy. 

Pennell, J. and E. R. Lithography and Lithographers. 
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LIimARY 

N ot until 1879, three years after the nj)enin^ of the 
Museum in Copley Sipiare, uasa riHim e(|iiippeil to 
serve the specific purposes of the Library, but the 
establishment of a special Library was mentioned in the 
statement of the objects of the Museum issued by the 
Trustees upon their incorporation in 1870, and the con- 
tribution of one thousand dollars offered in 187 j for the 
purchase of books was the earliest gift of money to the 
Museum for any other than its general purposes. 

The Library now pos.sesses appro.xiniately fifty thou- 
sand books and pamphlets, including twenty tliousand 
Volumes in Chinese and Japanese. It aims to ])ossess 
the most authoritative information on fine and on apjilied 
art, and to serve any individual working in those fields. 
The collection includes museum catalogues, catalogues 
of private collections, biographies of artists, monographs 
oil different branches of art, and large and expensive 
volumes of reproductions. The Library also subscribes 
to the leading periodicals of art. 

The collection of photographs is an important adjunct 
of the Library. It was started with ten volumes of 
Homan photographs ” giien by fleorge B. Lmcisoii : 
th t'se are recorded in the first annual reinut (iST.l) of 
the Coitiinittee on the Museum, The collectJon now 
contains about fift^ tlumsand I'duitoiiraphs, represeiitinj*’ 
the art of all times and countries. 
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The public is not allowed to take books from the 
Library, but teachers ai’e permitted to borrow jihoto- 
graphs for pui’iioses of instruetion on condition that 
they be returned rvitliin forty-eigiit hours. 

The Library is open to any visitor to the Museum. 
The Librarian, or an assistant, is constantly present to 
give information to reailers. 
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Grekk Axi) Roman Sculpture 

O RKiIXAL works of Greek sculpture in America 
are so few and often so fragmentary that the stu- 
dent of classical art must supplement his study 
of actual examples hy the use of photographs and casts. 
As mechanical reproductions in the original size, casts 
gi\e the composition, the jiroportious, and what has 
been called the dramatic character of Greek sculpture, 
and enahle the student to learn something even of the 
technical procedure of the artist. In looking at them, 
however, it must he rcmemhered that the final perfec- 
tion of sti le in the «ork of great masters cannot he re- 
produced in plaster. Tlie effect of this material in color, 
quality of surface, and response to light and shadow is 
very different from tliat of the original marhleor bronze. 
The inipression that the casts produce should he con- 
stantlj corrected hy reference to the collection of original 
ancient sculptures in the classical galleries. 

The large court to the right of the central stairway 
is devoteil chiefly to Greek sculpture of the archaic 
period and of the fifth and fourth centuries B. C. 
Near the entrance of this room are reproductions of 
works of early date illustrating the steady jirogress hy 
which the art outgrew its primitive helplessness and, 
through direct study of nature and increasing mastery 
of materials and tools, prepared the way for the con- 
summate achievement of the fifth century. 

At this end of the room are also a few cast? of sculp- 
tures of the so-called period of transition between archaic 
art and the free creation of the art of Pheidias. To this 
period belong some of the works of which casts are ex- 
hibited on the walls of the court: the west pedimental 
group from the Temple of Aphaia in Aegina and some 
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of the pedimeiital figures and nieto])es from the Temple 
of Zeus at Olympia. Tlie sculpture of this time has a 
freshness and sincerity which more than atone for the 
limitations in its scope of representation. 

The athletic ideal of the fifth century B. C. is em- 
bodied in the work of Myron, the sculptor of the 
famous Discobolus, and of Polycleitus of Argos, who 
attempted to establish a normal standard of proportions 
for the human figure. Casts representing the work of 
these artists are shown in the west end of the court. 

The mingled elements of Athenian civilization found 
their plastic expression in the style of Pheidias. At 
the west end of the court are casts from a few' statues 
of his school, while on the long pedestals at the sides 
of the rooms are reproductions of the pedimental groups 
of the Parthenon. Parts of the Parthenon frieze and 
a few of the metopes are arranged on the walls. The 
decoration of this temple was probably directed by 
Pheidias. It refiects the noblest civic and religious 
ideals of Greece. 

'i’he graceful motives and the refined technique of 
Praxiteles are shown m casts from works attributed to 
him and to his school. These are grouped at the 
southeast corner of the court. In the northeast cor- 
ner are reproductions of statues attributed to Scopas, 
one of the most vigorous and original of the sculptors 
of the fourth century B. C. The last great sculptor of 
the athletic figure in Greece was Lysippus of Sicyon, 
whose celebrated Apoxyomenos is known to us through 
a Roman copy, of which a cast is exhibited here. 

Because of their large size, casts of tw'o important 
examples'of late Greek sculpture are exhibited in the 
court: the Victory of Samothrace and a part of the 
frieze of the great altar at Pergamon. In front of 
the latter is placed a selection of the dramatic sculp- 
tures of the earlier Pergamene School. 

A door on the south wall of the court leads into a 
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corridor on one of whose Avails are oasts from the frieze 
of tile d'emple of A})ollo, near IMu^aleia in Arcadia. 

In the circular hall under the r(»tunda are casts from 
Avorks ot the Hellenistic and Roman jieriods, includmjj 
the Aphrodite of Melos and the Laococin ^roup. A 
model of the Athenian Acrop<»lis and of a corner of the 
Parthenon are also shoAA'n here. 


Noth. — For detailed information rc^jarding the classical 
casts, tlie visitor is rcfcrnal to the of Cdsfg of (h'eek 

ami Jxomaii Srulpfm'r {yAlwnri} Robinson ) ilescnbin^ the col- 
iection as installed in the ohl hmldin^. Students of classical 
archaeology may obtain ))erniission to examine m the basement 
storerooms many casts winch arc not sliown in the galleries. 
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Sculpture of the Italian Renaissance 

In the collection of casts from sculpture of the 
Italian Renaissance, the chief sculjitors of that period 
are all represented, some of them by their most famous 
works. The two figures of horsemen — tlie smaller, 
of Gattamelata, h}' Donatello (iToil), and the larger, 
of Collconi, by Verrocchio (i tOd) — are regarded as 
the foremost equestrian statues of the world. Nieeolo 
Pisano's octagonal pulpit in Siena Cathedral was com- 
missioned in the year of Dante’s birth (tiid.)), and for 
the first time embodied the imagery of the Catliolic 
faith in forms of classical jiurity and beauty. Jacopo 
della Quercia, the most noted of the sculptors of Siena, 
IS re|)reseuted by the recumbent effigy of Ilaria del 
Carretto (d. 1 tOa). Tlie emphatic comjiosition of this 
figure and the poetical impressnencss of tlie marble 
effigy by a living artist across the room exemplify two 
widely different conceptions of the art of sculpture. 
The great portal on the south wall rejiroduces the 
eastern doors of the Baptistery at Florence (lt-j:2), by 
Lorenzo Ghiberti — fit to be the gates of Paradise, as 
Michel Angelo said. Ten typical scenes from Old 
Testament history fill the ten panels, and the heads 
and statuettes that surround them and the garland 
tiiat trames them are no less interesting as sculpture. 
Of Donatello, the sculptor of greatest power in Italy 
before Michel Angelo, the collection contains, beside 
the Gattamelata and reliefs, two well-known statues — 
the St. George (iCKi), a young man-at-arms imiiatient 
for tlie battle, and the David (iddO), the earliest nude 
statue of iiKxlern times. On the north wall are placed 
reproductions of the famous reliefs of Singing and 
Dancing Fouths, carved by Luca della Robbia in 1T37 
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for the orjian loft of Florence Cathedral, and now pre- 
served in the Cathedral Museum. Reproductions of 
two lunettes in glazed terra-cotta by his nephew, 
Andrea della Robbia, hang' abo\e, one imaging the 
meeting of St. Francis and St. Dominic, the other the 
Annunciation of the \’irgin. The collection includes 
a number of reliefs, busts, and statues from the mem- 
orable group of sculptors who were the coiitemporarie.s 
of the Robbia in Florence; Mino ria Fiesole, Desiderio 
da Settignano, Verrocchio, Rossellmo, and others. 
The reproductions of Michel .Angelo’s works include 
three of his greatest achiei ements : the statue of Moses 
from the tomb of Julius II (ordered l.H).)). and the 
figures of the Dukes Lorenzo and (iiiiliano de' Medici, 
and of Night, Day, Evening, and Dawn from the tombs 
of the Dukes ( 1 .VJ l-I f) in the Medici Chapel. 


Note. — For further in format 1011 in regard to the sculptures 
which this eolleetiou of easts reproduces, the visitor is leterred 
to the Mttnnttl nt Sr/t/ft/in't- (Renjaiuin Ives 

Gilman), publislu'd by the Museum. 



NOTES ON CHINESE CHRONOLOGY 


^Including the Minor Han Wei ("2:50—365), and 

Wu (229-265). 

^Six Dynasties is a loose term. As dated here it covers the 
Western Ch'in (265-317), Eastern Ch'in (317— 420), and the 
division into North (Tartars) and South (Chinese), 420-589: 
under the Sung. 42(> 479; Ch*i, 479-502; Liang, 503-557; 
Ch’en, 557-589; Northern Wei, 386-53.!>; Western Wei, 
53.7-557; Eastern Wei, 534— ,>50; Northern Ch'i, 550-589; 
and Northern Chou, 557-589. 

Mncluding the l^osterior Liang, Posterior T'ang, Posterior 
Ch‘in. Posterior Han, and Posterior Chou, with which, and 
with the Sung and Southern Sung, the Liao (907-1135), 
Western Liao (1155-1168), and Ch’in (1115-1260) dynasties 
were contera[)orary. 
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u'L N r/-:/:x 

FT’ROPE THi: LEVANT 

Pieilynaatic j R c. i 
r Old Empiie 3000 | 
Middle Einp. ! ! 

New Empire i 20C 


THK MITSKUM C OLLECTIONS) 

KAsTi:n.\ 


'Prehistoric 
I 3000- lUOO 
(Mmoan) 

Archaic 
I 100(M)00 


• Classical 
, 50d-.10U 


Hellenistic 

:j(i0-10U 


Grseco- 
Rnman 
100 B C.- 
200 A.D. 


Early 

Christian 


Attiia, the Hun, d. 4r>i 


Byzantine 


Romanesque 

?iOO-12(IO 


Gothic 

12(1(1-1400 


Early Renaissance 
1400-1500 

Hi^h Renaissance 
1500-1600 

Late Renaissance 
1600-1800 

Modem 


(Assyria) 

Hebrew 

Pr<(phet8 

Pentateuch 

Psalter 

Greek, 

Roman, and | 
Byzantine ' 
(Coptic) 
periods, 

332 R.C.- 
63!^ A P. ; 


ShaiiK. 17110-1122 


Chou, 1122-2.55 

Lao Tzfi. b w»4 
Confucius 
551-470 


I 


Arabian 

Saracenic. 


Cb'm. 2»5- 2***1 


I l,.iter Han. 2>-22. 
I Buddhism 


I Three Kingdoms* 
I 221-265 


Six Dvnasties^ 
265-564 


■ Sui. .5s4_6l,8 

T'ang. 616-4**7 

Five Pviiasties-* 
407-460 

Sung. 460-1127 

.Southern Sung 
1127-1*260 
Chinghis Khan 
I 1206 

j Yuan { MongoN* 
I 1260-1366 


1000 

1100 

1200 

1300 

1400 

1500 

1600 

1700 

1800 


1900 I Republic troi 
A.I>. ' 1412 


' Ming tCbine-f 
]‘{66 1644 


Cli'iiig ( M.ini'tm 1 
1644-1412 


Rig-veda 

Fpanishads 


Beginning of 
Imperial rule 
66*1 


Binldha, 563-483 
Invasion by 
Alexander. 326 
Maurya dynasty 
322-184 

Asoka. 272-232 
Sunya dynasty, 1 h 4-72 
Buddhism in 
Central Asia 
Kanva dynasty. 72-27 
Andhia dynasty. 27 

Kushan invasion 
Kanishka, 78-120 
Sak.i era 

Huvishka, 120-14*) 

Fall of Kushaii 
Empire 
Gnpta d> nasty 
320-460 
Colonization ol 
Indoj.eMa 

Ajanta. 4th-7th Buddhism. 538 
century 
Ist Chalukya 
dynasty 
Rise ot the 
Rajputs 
Paid dynasty 
740-1130 


Confucianism 

265 


SuikO, .5.52-644. 
Hakuho. 645-704 
Tempyo.7l0-74j 


Elephanta 

Elura 

Slave King'' 
of Delhi 
1206-1240 
Khilji dynast! 

1240-1320 
Tughlsik dyn.i 
1320-1346 
Timur 
(Tamerlane) 
Lodi dynasty 
1451 -1.526 
Mugtial Em- 
pire. 152b-17hl 
Baliur 
Akbar 
•lahangir 
Shah .THbaii 
Aur.i..tizib 
P>ritisli Eiii- 
j>ire, 16.56 


.Togaii. 744-644 

Kujiwara 406 
1164, periods 
Decline of 
Imperialrule. 11.50 
Kamakura Slio- 
gunate, 1 140-13')7 

dy 

Ashikagii 

Shoguiiate 

1.338-1.582 

Momovam.i 
period. 156.{-]61 i2 

Tokugawa 
Shoguiiate 
16U3-1867 
Full restoration 
of Imperial rule 
1866 

Meiji. 1868-1411 
Taisei. from 1412 



THE MUSEUM AND ITS HISTORY 




MUSEUM OF FINE ARTS, BOSTON 

iNtOKE’OUATLD FlUKI ARV 4, IHTO 

T HK Museum is a permanent public exhibition of original 
works of the art of Egypt, Greece, Rome, the Orient, 
and modern Europe and America, supplemented by 
reproductions of others. It is supported wholly by private 
gifts and managed by a Board of Trustees including represen- 
tatives of Harvard University, the Boston Athenaeum, the 
Massachusetts Institute of Technology, the City and the State, 
acting through a numerous staff and with the cooperation of 
visiting and advisory committees of citizens. Visitors, about 
!^50, ()()() annually. 

A public museum of art offers the whole people an unfailing 
source of delight and improvement. The preservation, enrich- 
ment, and interpretation of museum collections demand liberal 
financial support. They must be shown under secure and hon- 
orable conditions. Unless by gift, they can be increased only 
through the expenditure of large sums in purchase or explora- 
tion. Their care and exposition demand a staff of specialists. 
In the measure of its power of wise outlay a museum can both 
widen and deepen its beneficent influence. 

The legal title is “ Museum of Fine Arts.’* Names of givers 
are permanently attached to objects purchased with their gifts- 
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J IU S'I EES OE THE AlUSEl Y1 


yaiiictl tn .1(7 of Jncarj/ftntfion, Feb, 4, 1870, or since IJccinl 


CHARLES MTLLIAil ELIOT Feb. 4,1870 

DEXM.VN IV.ALDO ROSS Jan. 17,1893 

CHARLES SPRAGUE SARGENT Jan. 18, 1900 

MORRIS GRAY Jan. 16, 1902 

EDW.VRD WALDO FORBES April 28,1903 

THOM.VS ALLEN April 13,1909 

THEODORE NELSON VAIL Jan. 19, 1911 

GEORGE ROBERT WHITE ,Ian. 19,1911 

AUGUSTUS HEMENM AV Jan. 16, 1913 

WILLIAM CROWNINSHIELD ENDICOTT ..Tan. 21,1915 

GEORGE PEABODY GARDNER Alav 6, 1913 

WILLIAM ENDICOTT .May 6,1913 

HOLKER ABBOTT .July 20, 1910 

DUDLEY LE.AITTT PICKMAN . . . July 18, 1918 

HENRY LEE SIL\TT1T K O-t. 17,1918 

IIE.NRY FORBES BIGELOW June 3, 1919 


Appoiiifel hi/ Ilarran! (‘olleijc 

WILLIAM STURGIS BIGELOW, 1891 
.lOHN TEMPLEMAN ( (M)LIDGE, 1902 
GEORGE HENRY CHASE, 1918 


A/ijioiiifcil III/ the ItoAon Atlieiiiieiiiii 

JOSEPH RANDOLPH COOLIDGE. .In . 1899 
ALEXANDER WADSWORTH LONGFELLOW, 190t 
CHARLES KNOWLES BOI.TON, 1917 


Apiiniitteil h;/ the A/ii\siichiisetl'i Jiisliliitc of Techiioloyi/ 

RICH.ARD COCKBURN ALACLAI RIN, 1909 
EDW.VRD .JACKSON HOLMES, 1910 
DESMONT) FITZ GERALD, 1916 


Ex OJ/irlii 

/ANDREW .J.V \IE.S PETERS, yfui/urof Boston, 1918 
WILLI.VM FRINCIS KENN’EY, PresFIciit of the Trustees of 
the Piihlir J.ihninj, 1917 

l’'R.\NK ^ ICTOR THOMPSON, Sii/ieriiiteiident of Piihlie 
,8r/((,„/v, 1918 

PAYSON smith, (‘oitiiiiissiniirr of Eiliicti/ioii, 1916 
ABBOTT I.IWRENCE LOWELL, Trustee of the ToieeU 
Institute, 1900 
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OFFK’ERS AND COMMITTEES FOR 1919 
MORRIS CRAY, Pre.-<hlent 

WILLIAM CROWNINSHIELD EXDICOTT, Trn,.-i<r, r 
ARTIH R FAIRBANKS, Director 
BENJAMIN IVES OILMAN, Secrelan/ of the Muxeum 
JOHN ELIOT TIIAYTR, Jr., . ixifi.stant Treasurer 


S TAXI >1 X( ; ( < ».M M n TEES 

Commitlee on the Museum 

’I'liK DIRECTOR, I'.x offieio, Chairman 
The PRESIDENT, Ex Ofjieio 
The TREASI RER, Ex Officio 
IIOLKER ABBOTT 
THOMAS ALLEN 
MTLLIA^I STI RGIS BIGELOW 
JOHN TEMPLEMAN COOLIDGE 
GEORGE PEABODY GARDNER 
DENMAN WALDO ROSS 


Com uiitfee on the Sehiutl of the Museum aj h lue Arts 

'I'liE PRESIDENT, Ex Officio The DIRECTOR, Ex Offheio 
THOMAS ALLEN 


Einanee Committee 
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AXXl'AL SrJiSCKIPTIOXS TO THE MLSELAH 
A Milwcriplioii <'f SE) or upwards entitles tlie subscriber to 
an irivstcitioii to all aenerai reeepti(m.s and private views held 
at t’le -Hii>cuiu <luriii.i^ the current year , wrtli copies of the Annual 
Jle[)ort and of the bi-niontldy Jhilleliii of the JMuseum; also, 
upon appl'catioii to the Secretary of the Museum, to a copy of 
the JTandboo’: of t!ie Musciitn 111 the current etlition. 

LIST OF TT BLIOA ITOXS 

Applv at the olfice .it the } Inntinirlon Avenue entraiu-e. or h\ m.i il ti> 
the SeeietaM' at Hit' Mu-scum PoNtairo extra. 

lUilletiii. Plll)li^]led bi-inonthly at .>() eeiits per year post- 
}>aidj single copie'., 10 <•e!Jt^, \ol. 1, IttOo. Past nunilx'rs. 
':2() cents each. Past Volumes, Sl.OU each. Vr)lunies J-I\ 
(190(>) in part out of ])rint. 

Annual Report. Publisheil m Man !i. N'ut free on a]>pli- 
cation. 

Haiidhook of tlio Museum, over 490 pp., with more 


than 300 illustrations. I u paper . . s0..)0 

In cloth •*'> 

Section relatin;^: to Pictures . . -1.) 

Section relating to Imlian Art . . . .1.) 

Leatiet (liiide to the Museum illluslral(s'' . . .0.) 

List of Piililicatioris free 


DLP.VKT.Mr.NT or IhUNIs 

Thr Pnnf CoHa-iors (JiifirUrh/, EiURoy ('arnii^jton. 
Editor. Diseontimietl cluring the war, \ ols. I 
to Vri, lim to 1917, Siiif-le copies So.aO. Several 
of the luniibers are out of print. few bound 
volumes may still be o' t i e<I Price SS .>0 in 
cloth, S-l-dO in leather. 

Print (’olhx'tor’s Booklets 
The i\[ea of lS;;o. 

The Art ainl Etehini:'^ of -hMii I ram.ois Millet 
Le Pere ( Vn-ot, 

Charles Eraiujois Danlu^ny. Painter and Ixli her. 

Ry Robert J. Wiekendeii. 

< 'liarles Jaciiue ( 1SI.‘J-1S94). 

By Koliert J. Wiekeiideii. 

Maxime Lalaiine. 

By illiaiii Aspenwall liradlev. 

Eai-li booklet, in ])aper ... 

The .s(‘t in a f use . ... : * * 1 a\ 

Catalogue of the Engra\e<i and EitUographed Work 
of Jolm CIk-.U'.v an.l S-tli \Ven> Ch.-iicy ( isill 
S. K. Kiiehler 


■^0.4.) 

1 

■ 2.. 70 



424 THE MT'SEEM AND ITS HISTOHV 


Exhibition of Turner's “LU>er Studiorum’' (1904'. 

Francis Bullard Si . 00 

Exhibition of Early Engraving in America: Decciii- 

l>er F2. 1904, to Febnuiry 5, 1905 , 1.00 

In boards on hand-made paper . . ‘2.00 

Engravers and Etchers. Six lectures ileliv'ered on 
the Scaiiiinon Foundation at the Art Institute of 
(^hicago. FitzRoy Carrington . 9.00 

French Etchers of the Second Empire. W. A. Bradicv 2,00 


Dkp ARTMEN’T OF CLASSICAL ArT 
Catalogue of (’asts of Greek and Roman SiMilptiire. 

Edward Robinson. 

With supplements . . . . .50 

Greek Gods and Heroes as Represented in tlie Clas- 
sical Collections of the Aliiseum: a Handbook 
for High School Students. 

Arthur Fairbanks, in conjunction with a Com- 
mittee of Teachers. Houghton Mifflin (’o., 1915. 

In paper ,90 

Gallery Books: 

Classical Corridor. 

Graeco-Roman (dass. 

Sculpture. 

-Vrchaic Room. 

Terra (’otta Figurines and 
Sculptures and Bronzc'i. 

Fifth (’entury Rcmiiu. 

Coins of Syracuse. 

Gem.s and Jewelry. 

Bronzes and Terra <’otl;i Fiiruriju*',. 

Va.ses. 

Fourth Ontury Room. 

Greek and Etruscan Mirror'^. 

Terra C’otta Figurines an<l Vase'.. 

I,iite Greek Room, 

Gems and Jcwelr\. 

Bronze.s, 

Terra Cottas. 

Sculpture. 

lirieco-Roman Gallery. 

Sculpture. 


Each book .... .2.1 

Catalogue of Arretine Mould.s. (C TI. ClatM*. Houghton 

Mifflin C'ompany, 1016 ... 2.50 

Catalogue of (’asts for .sale . . .Sent free. 
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DEPAHT-VinXT OK CHINESE AND JAPANESE Art 
Catalogue of tlie Morse (Collection of Japanese Pot- 


tery (19(11). Edward S. Morse $90.00 

Large paper edition 00.00 

Japanese Sword (iuards, 95 plates, illustrating 69 

examples ;5 q 

Gallery Book, \etsuke .1^5 

An Introdnction to Japanc:i>e Art of the Ukiyo-e School . 10 

l)r:pvRniKXT of Wksterx Art 
Manual of Italian Renaissance Sculpture. Benjamin 

Ives Gilman ,.50 

Catalogue of a L#oan Kxhihition of American Chtircli 

Silver (1011): with illustrations .1.00 

Catalogue of the (^uinc\' Adams Shaw Collection of 
Italian Renaissance Sculpture and of Raintinus 
and Pastels by J«N*in Francois Millet UOIH- ..50 

Gallery Books: 

Itiiliaii Kenaissaiice Senlplure . .'io 

Bremgarten Room . . . .10 

Lawrence Room . . .10 

\V. A. Buffum (’ollection of Amber .10 

European *a[id American pewter .10 


The piOilications of the Mummuii at»‘ on -aU- m l.ondon )»\ llfrn.inl 
(inarih'li, .No. it. (}r;it't(»n St.. Now B«»nd .st \V. 

The follow iiu' |^^^hlK•«ltlon'. aie al'O <*n '.lU* .it the 
offiee at tlie Iluntmirton Avenue entnim e. 

A Catalogue of the Engraved Plates for PuTure^que 
Views in England and Males after AVater (’olor 
Drawings by J. M, AV. Turner. Erancis Bullard. 

Merrvmount Pre.^^, 1010. Paper 

Cloth ‘ 

Bernini and Other Studies in the HEtory of Art 
Richard Norton. Macmillan ( ”0., 1014 . . . 

Athenian AAdiite Lekythoi. Arthur Fairbanks. I ni- 
versitv of Michigan Stiidic'>. Humani'itic Series. 

A'ol. VI, 1907 .... 

Vol. ATI, 1911 

Buddhist Art in Its Relation to BuddliEt Doctrine. 

M. Anesaki. Houghton Mifflin Co., 191.V 

In boards 

Paper 

Historii’ Silver of the ( ’olonit*'.. I'. H. Bigelow. Mac- 
millan C'o., 101 7 

Ariiscuin Ideals of Pur[>o-c ami Mctlnxl. Benjamin 
Ives Gilman. I’rinted bv order of the Trustee". 
lOlS 


'. 1. 00 
1 .>0 

kOO 


1.00 

: i ..‘)0 


7.00 

.AOO 
(; 00 


00 
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(OPYiNi; AND photo(;raphin(; 


Application to copy or photograph any object in the Museum 
should he made at .the Director'.s office. Easels and space to 
keep materials are provided for students. 

EDrCATIOX.VL OPPORTUNITIES 

For inf’oriimtnni uoiu'eniin:? tlio fftllovvinir iiniioiini opiiU' to 

tho Supt'r^ Ivor of t tint .it loii »l W'ork at t’K' Miivimiim 

1 . DOCFA'T SKKVK'K WKEK: DAYS 

href’ io all. Requests far ijuulance should he made in adrancc. 

The officers of the Museum liave united in offering to act as 
Docents, or companions to visitors in the galleries, as far as 
their other work will permit. Applicants will receive cards 
giving the day and hour of the a[)pointmeiit, and entitling 
the holders to the atteuflance of the officer named on the card 
within Ids department f<»r one hour from the time .«tated The 
number of persons in <me i>arty is limited to twenty-five. 

Hy applying in advan<-e teachers and otliers who are inter- 
ested in visiting the ^[u>euin may arrange to liave a Docent 
meet group.s or classes in the Museum; pujiils may he sent 
without .a teaciier, in groups of from ten to twenty, and a Docent 
will meet them by appointment. 

’i. SrNDAY DOf'KXT SKRVK'K 
Free to . 1 11 

From the beginning of Oclolier to the end of AFay two 
speakers meet visitors in the galleries of the Museum on each 
Sumlay afternoon. Informal talks are given either to audi- 
ences seated before objects in the collections or to groups 
moving from gallery to gallery; occa.sionaIly the lecture hall 
i.s Used The names of the speakers and tiio subjects of the 
talks are announced in the ncw.spapers and in special notices 
sent upon re<|ue.st to educational and otlier in.stitution.s. 

Those who give their time tlius making the collections of 
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greater interest to the visitors are friends of the Museum, and 
the public and the Museum are greatly* indebted to them for 
their willing efforts to impart to others the interest which they 
feel in the collections. 

‘A. WEDNESDAY CONFERENCES 
Admission by Card Prenoushf Chtainvd 

Informal talks in the galleries on objects shown at the time 
are given each winter by offi<*ers of the Museum. The confer- 
ences are announced in the Museum Bulletin, in the daily 
papers, and by leaflets posted and distributed at the entrance 
of the building. Admission is free by card, which will be sent 
when application is made accompanied by a stamped and ad- 
dressed envelope. Applications will be filled in the order 
received, and tickets (to the capacity of the gallery) for each 
series of conferences will I^e sent two weeks before the series 
begins. 

4. 1 NIVKUSITY EXTENSION COURSES 

Admission by l\r 

The Museum cooperates with the colleges and universities 
of Boston and neighborhood in the instruction offered by the 
Commission on Extension Courses. This instruction corre- 
sponds as nearly as practicable to that offered in the curriculum 
of the institutions cooperating. 

Lectures are given in the Museum by the members of the 
Staff and the galleries and classnMuns are offered for work in 
connection with courses relating to its exhibits. Information 
regarding hours, fees, and entrance requirements may be 
obtained by writing to the Commission on Exten-^ion C'ourses, 
University Hall, Cambridge, or to the Supervisor of Educa- 
tional Work in the Museum. 

LECTURES 

From time to time the Museum invites distinguidied men 
to deliver lectures on subjects conneote<i witli the Fine Art.^. 
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Admission is l)y invitation. Otlier lecture.-^ arc given in con- 
nection ^\ith the courses offered by the School of the Museum. 
For these a fixed fee is charged; the topics and hours may be 
had on application. 

The Museum also offers to the educational institutions of 
Greater Boston an illustrated lecture on the Treasures of the 
Museum, to be given without ('harge in the lecture hall of 
the institution asking for it: the lantern and operator to be 
supplied without cost to the Museum. 

Stories for children are offere<I in the Museum on Saturday 
afternoons in the autumn, an<l again in the winter months. 
Admission is free and children need not be accompanied ]>y 
adults. For two months in the siimmcr there is a daily story 
hour for children. 

0. MISCKLLAN'KOl S EDIT ATIONAL ACTIVITIES 

The Museum furnishes upon application printed lists of 
objects to be found in the collections ^\hich will aid the teacher 
of history, languages, geography, etc., to illustrate Ids subject. 
Series of half-tone re[>roductions of j>aintings, statues, and the 
minor arts are puhlishe<I for Unc in the schools in connection 
with the teaching of history, drawing, design, etc. The Mu- 
seum gladly lends, umler .''itnple restrictions, its lantern slides 
(about J,0(H)), photographs faboiit 40,000), and duplicate 
textiles and prints. 

7. PHIN ATE INSTliCCTIOX AT THE Ml SEIM 

The u.se of the Museum classrooms and lecture halls is open 
to any persons or organizations d«*sinng to illustrate single 
lectures or courses of instruction by the collections. Creden- 
liils satisfactory to the Sii[>ervisor of Elducational 4Vork must 
be furnished by those de.siriiig to give such courses, and the 
fonii of any public aimoum'emcnt must als«) be approved. 

The Use of the ro<jm is free. If the lantern is used an 
operator is furnished and a clmrge 5>“-;.00 for each occasion 
is made. Flic Museum assumes no responsibility for this 
instruction 
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The offer of this, i)rivilege continues a {)olit‘y inaugurated in 
the early days of the Museum. A Memorandum upon Edu- 
cation adopted by the Trustees in 1883 anti printed in the 
Annual Report of that year announce<l that the policy of per^ 
mitting classes in art to occupy ^o^)ms in the Museum would 
be continue<l in any future extension of the building and col- 
lections. In this memorandum the Trustees stated that they 
“have not con.si<lered it necessary to do more than satisfy 
themselves that the <lirecti«)n of these classes was in good hands, 
not likely to bring discre«lit upon llie Museum. Tliey have 
not asserted any further control or right of visitation.” In 
announcing the larger facilities now available for similar ends, 
the ]STuseum desires that this attitinlc be clearly understood. 
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IIISTOHICAL DA’I'A 


STATKMKNTS Ol’ la'KTOSKS 

The clKirtcr <(iMst il utcs “a body rorporatt'. by the name 
of the I’nistcrs of the Musomn of bine Arts tor the })urpose of 
erec'tlii^i; a iiuiseuni for the preservation ami exhi- 
bition of works of art, of makinj;, niaintaininf; , 
and exhdiitnij;* eollectunis of Midi works, and of 
affording- instruelion in the I’lne Arts." 

‘‘The objeets of the Museum of bine Arts are: 1st. To 
make availatih* to tlie jndilie and t<i students sueh art eollee- 
tions alreadv existing in this neighborhood as the 
propnetoiN of sueli eolU-etions may sc-e fit to de- 
posit in a suitable building to bearrangi-d for tlie 
purpose, — under sueh general provisions as to 
the eustody and exhibition thereof as shall be 
agreed upon. — with the sole view to tiu'ir greatest jmblie iise- 
fidness. id. Id form m tins way the niu'ieus of v\Iiat ma_\ 
hereafter iveeonu'. through tlie libt‘ralit\ of enliiihtened friends 
of Art. a re])ri.‘sen[a 1 1 \ ^Iiiseiiiii ot tlie fine Arts, in all tlu*ir 
bram-hes and ni all their teehnieal applieations. ltd. J o jtrovide 


Act of Incor- 
poration. 
February 4, 
1870 


Report of 
Committee 
on By-Laws, 
March 17, 
1870 
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opportunitifs aiul means for giving? instruction in Drawing, 
Painting, Motlelling, and Designing, uith their industrial ai>- 
plieations. through Icelures, praetieal schools, and a special 
library.” 

“ . . . the IMuseiun was founded uj»on a very broad basis. 
Its aims, as is expresseil in its t'hnrter, are to make, maintain, 
and exhibit collections of works of art. and to 
afford instruction in the I’mc Arts as ex[)rcssed Jhe^incr*ease 
hv the words on its eorporat<“ .sivd. thev are. ‘ Art, pi the Col- 

^ ‘ * lections. 

Industry. Kdueation*; as implual by the eoiuli- Annual Re- 

tion of free a<‘cess for the public e<»ntaim'd in tlie 

deed of its land, they are the benefit ami pleasure of the whole 

eonimunity.” 


it is of the first importance tiiat our eolleetions 
should attract, inten-st, and insfriiet th<‘ ])iib]ie; and it is of 
an importance s<a*ond only to this tliat tliey should meet the 
reijinrements of tlie artist, the stmlent. tlie designer, and the 
sjieeialist ” 


“ In using our s[>aee, fhe first objei't should In* to give it to 
those things which have the greatest interest and b(‘auty; the 
second, to secure the pro]>ortionate grow th of all de]iartnients 
of the Museum.” 


“ To frame a scheme for the purchase of original works is, 
howev'er, practicable only in tlie most gmieral w'ay. M"e must 
assume as the foundation of it that tlie Museum is to be what 
its name expresses, a Museum of tlie Fine Arts; that its pri- 
mary intention is to collect and <*xhibit thi‘ best obtainable 
w'orks of genius and skill; that the appheafion of the Fine 
Arts to industry and the illustration of tlu* Fine Arts by 
archaeology are botli within its proviiua*, but tliat neither of 
these is its first object.'” 
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ORIGIN^ AXn GROWTH 

In cK-ven years before the incorporation of the Mu- 

seum. the J.irves Collection of Italian j)ictures, now in New 
Haven, had be<‘n offeretl as a nucleus for a j)iiblic 
Foundation museum ot art in Boston, but the proj<‘ct had 
been abandoned. In 1S(»9 several circumstances 
combincal to reawaken interest in the scheme. Tlie Boston 
Athenaeum had received a beejuest of armor aiul the offer of 
funds for a room wherein to exhibit it. The Sot'ial Seienei' 
Association had coiuaMvtal the idea of a public collection of 
plaster reproductions of sculpture. Harv'ard College soup^ht 
an opportunity to make Us collection «)f enp;ravin/ 4 -s useful to 
the public. The Massa<'hus<'tts Institute of TechnoIop:y had 
no sufficient room for its <'olIeetion of architectural ('asts. In 
October, rejirescntatives of these organizations united 

W'lth other intcu'ested p<“rsons in app<*aljng‘ to tli(‘ State Lep:is- 
lature. wliieh early in the following: >ear establislual a public 
Museum of Tine Arts m Boston by jirantm^ the ])res(‘nt char- 
ter. Nosiqiport from State or City was provided for. and none 
has (’ver been rec(MV(‘d. the only ;iitt to th(‘ Miis(min from a 
piiblie souree hemp: the ))lot of grouiul on Coph^y Square 
occuj)ied by the tirst buildmj*-. 

Ainon^ the founders of the Museum, Martin Brimmer, its 
Presukmt tor twenty-five jears until liis death in ami 

Cliarles C. IVrkins, Honorary Ibnrtor for sixteen 
Founders \ ears until his death in ISSS, should be named 
first. The reports and published adilresses of both 
testify to tlieir hi^h eonecption and cl<*ar grasp of the essiaitial 
piirjioses of the ^Ius<’um. The first exe<*uti\<‘ offieiT appointed 
was Gen(‘ral C'liarles G. L()rmg, a veteran of the Civil War and 
both before and after a traveller in Kg\ pt and st udent of I’,g> p- 
tology. (reneral I .oring nMiiametl m geniTal eliarge ot the Mu- 
seum for twenty-six \<-ars as Curator and after\v;ird Director, 
from its opening in ISTh until his resignation m ami at 

his death a few months later w'as Dinador Ktm*ritns, 

At a meeting held February 3, in Music Hall, a 
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committee was appointed to solicit subscriptions for a Museum 
building-. The amount ultimately obtained was 82<>1 ,<)<•(). From 
a number of competitive designs for a fireproof 
structure, the plans of Sturgis & Brigham, well- SuTlding 
known architects of 15oston, M'crc selected. A 
wing of the building was dedicated with appropriate ceremony 
on July 3, IHTh, and on the next day, the centiainial anniver- 
sary of the Declaration of Independence, it was opened to the 
public. The collections of the Museum, both gifts and loans, 
which for four } ears h;id b<‘en exhibited in two rooms at tiie 
Atheii'’. uni, were installed in the new structure. 

To complete the front of the building another popular sub- 
scription was called for in 1S7S. The response was prompt and 
generous. In 1SH8 another enlargement of the building beeamc 
necessary. The amount received from this tiiiril siibseription 
enabled the Trustet^s to eroet two wings which, with a connect- 
ing corridor, completed a <|uadrangle. Tlie enlarged building 
was open(‘d in the contents rearranged; on the first floor, 

the eollections of Egyptian and Classical antupnties, with 
easts of anti<iue and Renaissance sculpture; on (he si*eond. the 
collections of paintings, minor arts of Europe, and Oriental 
art. 

For many years the Museum was without funds for purchases, 
notwithstanding the utmost economy in administration. The 
exhibits of this period consisted almost entirely of 
loans. Later both bepuestsand gifts were received. 

Henry L. Pierce, Catherine C. Perkins, Julia B. H. 

James, Harvey D, Parker, George B. Hyde, and a number of 
others, left large sums to the Museum, and those benefaetions 
have been continued by the bequests of R. C. Billings, C. H. 
Ha\ den, Sarah W. Whitman. IMartm Brimmer, and others. 
M ithin the ten years ending in 1904- the free use of funds avail- 
able for purchases more tiian doubled the value of the collec- 
tions belonging to the ^Iiiseuin. 

'I he collections of Egyptian Art now embrace sculpture's, in- 
rluding ro\al statues from the Mycermus P\ ramid Temple at 
Gizeh, obtained in tiic course of recent excavations by the 
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Hai v.iid Univi_‘i>ity-Museiim of Fine Arts Exploriii}; F.xjxcli- 
tion; .smaller objects, including cut leather garment of lli.jO 
B. C., gold ornaments, tiles. The collections 
of Classical Art embrace .sculiitures, including 
the Three-sided Relief (fifth century), Head of 
Aph rodite, female head from Chios (fourth century), Head 
of Homer (Hellenistic); terni-eottas. including j)ortrait head 
(Roman); vases, bronzes, coins, and gems, including Marl- 
borough cameo ( (b*a(“co-Roman ). The collections of Chinese 
and Japanese Art embrace sculptures of wood, bronze, marble, 
and lacquer from the fifth century to the present time; paint- 
ings, including the Hokke Mandara (eighth century) and the 
Heiji Monogatari Roll (thirteenth century); early Chinese 
pottery; Chinese bronze mirrors, swords, and lesser works in 
sculptured iron, bronze, silver, and gold; laeipierj, porcelains. 
The collections of paintings embmee Spanish, Italian. Flemish, 
Dutch, French, Faiglish, and American examples, including 
Don Ihiltazar Carlos and His Dwarf, Velasquez; Slave Ship, 
Turner; Watson and the Shark, Coi>Iey; Athenaeum Heads of 
George Washington and Martlia Washington, Stuart. In the 
otlier collections of W<*stern Art the collections of Mohammedan 
art (‘inbrace pottery, including the Sears Persian lustre bowl 
(thirteenth century), Persian illuminations, Persian rugs, and 
velvets. The collections of Kuropeaii Art embrace textiles, in- 
cluding Flemish tapestrit‘s (fifteenth and early sixteenth cen- 
turies); sculpture, including Head of Ceres, by Auguste Rodin; 
smaller objects, including Paul Revere silver. The collection 
of Prints consists of 80, (MX) examples. The collection of Plaster 
Casts contains several hundred easts from Greek, Roman, and 
Italian Renaissance sculpture. The Library contains Jo.iMK) 
books and pamphlets and ,50,(X)() photographs; all chosen with 
special reference to the Museum collections and intended for 
the use of both Staff and juiblic. 

For several years after the building was opemal. the adminis- 
trative work of the Museum was perfi>rnH‘d by tlie Director and 
the Secretary with a small number of assistants. In 188J two 
of the departments were placed in charge of men of special 
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competence Since that time numerous additions have been 
made to the staff of trained men upon whose judg-ment the Trus- 
tees have relied in the choice of acipiisitions and 
the arrangement of exhibits, and to whom the pub- Admmistra- 
lic have come to look for aid in the understanding 
of the collections. To the band of active-minded and devoted 
scholare who are or have been identified directly or indirectly 
with its interests, the Museum owes much of its present stand- 
ing abroad and influence at home. In 190fl Visiting Com- 
mittees to the Departments of the ^Museum were appointed, 
and in 1908 Advisor}' Committees upon branches of its 
activity. 

The development of the methods of the Museum has kept 
pace with the growth of its means. The Museum has sought 
to attain its first charter purpose — that of pro- 
tecting works of art from destruction and oblivion Methods of 
in a special building — by providing in the new Service 
structure (1909) the best conditions of safety; by 
arranging therein exhibition galleries in \\hieh each object is 
shown to the best possible advantage; by stimulating public 
interest through alternative exhibitions drawn from collections 
held in reserve; and by promoting understanding of the ob- 
jects shown, through both oral and printed interpretation. 
The methods of oral interpretation employed include Gallery 
Conferences (since January, 1908) by officers of the Museiim 
and other competent persons on objects shown at the time; the 
assignment of these and otherspeakors Tinder the title of Docent 
(since April, 1907) to the duty of meeting visitors singly or in 
groups in the galleries to give information about the exhibits. 
The Sunday Docent Service (since January, 1908) includes 
guidance, talks, and department circuits offered by profes- 
sional men and others of special training. Printed aids to un- 
derstanding the collections include labels and chart books in the 
galleries, a Handbook (first edition, August, 1906), Bulletin 
(first issue, March, 190H), and other publications; photographs 
(since May, IHSJ), postal cards (since 1907), and half-tones illus- 
trating Museum objects sold at the door; teachers' lists (since 
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1908) of objects relating to historical periods and teachers’ loan 
collections of photographs and lantern slides. 

The Museum has sought to attain its second charter purpose 
— that of imparting knowledgeand skill in the field of fine art — 
by maintaining a library of fine art (since 1877); by giving free 
admission to students and copyists (since 1876); by providing 
in Its new building (1909) reserve galleries in which each object 
can be studied to the best advantage; by offering special stu- 
dents opportunities for work in the Department offices (since 
1887 ); by publishing catalogues of permanent value (since 1887); 
by arranging courses of lectures on subjects germane to the col- 
lections (since 1899, University Extension courses since 1908^; 
by establishing a public invamtory of works of art outside the 
Museum, interesting and accessible to the Bo''ton public, under 
the title of a Registry of f.ocal Art (since October, 1909); and 
by giving the best instruction practicable in the arts of drawing, 
painting, modelling, and designing in the School of the Mu- 
seum (classes begun 1876; reorganized as the School of the 
Museum, 1901). 

Three circumstances led the Trustees in 1S99 to consider 
seeking a new site and erecting a new building — the inad- 
eiiuaey of tiie Copley Square building and lot for 
to*" the future accommodation of the Museum, the 
Museum danger of fire from high neighboring structures, 
and the obstruction of light thereby. The grounds 
on which the present Museum stands, covering twelve acres 
fronting on Huntington Avenue and the renway, were pur- 
chased by vote of the Board on December .j, 1899. On April 
1909, the sale of the Copley Square property was effected 
and on May 97 a Building Committee was appointed, under 
the Chairmanship of Samuel D. Warren, “with full powers 
to procure plans, specifications, and estimates for Museum 
buildings on the Fenway land.” 

At a number of meetings of the Building Committee the 
question of a competition of architects was carefully considered, 
the decision of the Committee being to select two architei-ts 
who should report a building scheme without prejudice to the 
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right of the Trustees to proceed thereafter as they might elect. 
In accordance with this decision, the Committee in the follow- 
ing November commissioned Mr. R. Clipston Sturgis in con- 
sultation with Mr. Edmund M. Wheelv\ right to collaborate 
uith the Committee and the Staff of the Museum in studying 
the possibilities of the Fenway site and in formulating a possi- 
ble solution of the building problem both in writing and by 
drawings and sketches. In order to the bt*st utilization of the 
property, the Trustin's asked and obtained from the city a 
change in the layout of Huntington entrance and the Fenway, 
replacing its original curves by rectangular outlines. 

The senes of studies which have ended in the present plan 
were begun in January, 1003, and actively prosecuted. They 
are recorded in several scores of progressively changing sketch- 
plans based on many hundred detail drawings, and their direct 
written result includes, besides reports from Messrs. Sturgis 
and Wheelwright and from otluTS, two volumes entitled 
'‘Communications to the Trustees regarding the new build- 
ing^’ Nos. 1 and 9, privately printed in March and December, 
loot, and containing, with extracts from recent literature on 
niuscuin construction and administration, papers contributed 
by officers of the Museum, In December. 1903, the Building 
Committee, with the approval of the Trustees, commissioned 
the architects and the Director to study European museums. 
Accompanied by the President of the Museum, the party spent 
the following three months (January to April, 190t)in Europe, 
visiting one hundred and four museums and galleries in thirty 
Cities. An illustrated volume containing reports of observa- 
tions by iSIcssrs. Sturgis and Wheelwright, architects, was 
laivately printed in January, lOOo, as No. 3 of Communica- 
tions to the Trustees. During the summer of 1003 the Com- 
mittee authorized the erection of a temporary structure on the 
Fenway site for the purpose of experiments in the lighting of 
galleries. The work was conducted at first under the super- 
vision of Professor Charles L. Norton of the Institute of 
lechnology, and later in the Immediate charge of Mr. W. R. 
McCornack, in co-operation with Messrs. Sturgis and Wheel- 
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Wright, architects, and with the committees and officers of the 
Museum. Experiments were continued fot two years, and in 
January, an illustrated volume entith’d “The Experi* 

mental Gallery.” embodying the results of the tests made, 
was privately printed as No. 4 of Communications to the 
Trustees. 

In October, the Building Committee recjuested and 

received from Professor D. Despradclle of the Institute of 
'ieehnology a eritiei''m of the studies for the new building 
made since 1903, vhu-h included sketch-plans submitted by 
officers of the Museum during the preceding summer at the 
instance ot the Committee. Three months later, m January, 
190(), the Committee presented to the Trustees a unanimous 
report, accompanied by a sketch-plan, elevations, and a per- 
spective, drawn by Professor Despradelle. and recommended 
that instead of instituting a com[>ctition the Trustees should 
appoint Mr. Guy Lowell as architect of ths building, with 
Messrs, K. M. Whceiu right, U. C. Sturgis, and D. Despradelle 
as consulting architects, to carry out the design in substantial 
compliance witli the general re<|uirements of the Committee 
as elaborated during the prtwious tlin‘e \cars. '1 he Trustees 
responded by authorizing the Committee to obtain plans in 
general accordance with lluar rccomnieiulations, and on the 
19th of the folIo\Miig July the Committee presented to the 
Trustees plans, eIe\;Uions. sections, and a perspective prepared 
by Mr. Lowell, These were accepted and adopted by the 
Trustees, who. at a subsequent meeting held February 4-,_ 
1907. authorized the signing of a contract for that part of the 
structure which had been planned ni iletail for immediate 
erection. 

On April 11 ground was broken. On July 18 Mr. Warren 
resigned tlie Chairmanship of the Building Committee, re- 
niaming a member; and Mr. Htairv S. Iluimewell, a member 
of the Committee fnmi the beginning* ^as appointed in his 
stead. T«o years and four months later, November 1.), 1909, 
the building was opened to the public. 

The total cost of the new Museum was about $J.900,(XX). 
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The sura of ^1,900,000 was expended for land and iinprove- 
raents, $l,(i0(),000 for the building itself, and bl 0 (), 00 () for 
moving and installation. These expenditures have becai de- 
frayed from the proceeds of the sale of the old building 
(Si, 750,000'), contributions from private individuals ($600,000). 
and appropriations from the Museum endowment (about 
$500,000). The building contains eight structurally separate 
departments. — Egyptian Art, Classical Art, Western (Euro- 
pean and Mohammedan) Art, Chinese and Japanese Art, 
Pictures, Prints, Casts, and Eibrary, — the main floor being 
chiefly devoted to exhibitions hislorieally arranged and in- 
stalled to show each object to the best advantage, and the 
ground floor to reserve eolleetions necessiblc to all visitors and 
to stuily and administration rooms; both floors being abun- 
dantly lighted, mostly by high wmdous. An area of 94-. HS:? 
sijuare feet of floor s(>aee is devoted to [)rimary exlnhition pur- 
poses and 8i,4d7 &<|uare feet to reservi* eolleetions, offices, 
workrooms, etc. 

Plans for the eventual developimait of the Eenuay profierty 

contemplate buildings eovtu-ing the mitire site. 'I’hese I'onsist 

of the coinpleti'd Museum to the east, a building 

to the nortluv«‘st for <-asts from sculpt nre, and 7‘he 

. Completed 

another to the southwest for the S( liool of the Museum 
Museum. ro})laeing the |>r(*sent provisional struc- 
ture. The gift from Mrs. Robert Dawson Pivans in ^Nlaj'. 1911, 
of that portion of the Fenway front designed as a picture 
gallery assures the eomphdion of the Museum in general 
aeeordanee with the <»rigiiial i)Ians. 

In the completed Museum tlie present Rotunda on the main 
floor, reached by the stairway from the entrance, will be about 
eijuallv distant from tlie c'cntic of the principal dej)ai tinents. 
Straight on northward a gallery for tapestries now' leails to 
the Picture Clallery lying east and west on the I'eiLW'av . The 
present galleries east .and W'cst of the Rotunda will in future 
give access eastward to the wing cm Huntington Avenue, then 
to be devoted entirely to Egyptian Art. and to a block on 
Huntington entranee to la* dev<»ted to t'iassieal Art; and 
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westward to tlie wing- on Huntington Avenue, then devoted 
wholly to Chinese and Japanese Art, and to a new interior 
block to be devoted to M’'estern Art. From the lobby of the 
Picture Gallery on the Fenway an interior corridor, continued 
as an external loggia fronting northward, will lead east and 
west to galleries accessible either thiough existing Depart- 
ments, and hence available for their extension, or through 
corridors only, and hence available for new Departments. 

Four principles of arrangement determined the plan of the 
completed building, and have been adhered to as far as possible 
in housing the collections and work of the Museum in the 
present fraction of the whole design. 

Dtriirion lit Pl<tn. The building is not a single museum, but a 
group of several, each devoted to collections of one origin or of 
one character, and each accessible without traversing any other. 

Sf'parafion by Resfhig Places, The groumls and open courts 
of the building, the halls and loggias connecting the depart- 
ments, offer O[)portumties for relaxation and diversion among 
surroundings either of natural beauty or of architectural 
dignity. 

J>h'isi(>n in PUcatitnt. Almost the entire mam floor is de- 
voted to exhibition, while a large part of the ground floor is 
devoted to rooms for study and for objects arranged compaetly 
for preservation, both study and store rooms being open to the 
publie upon application. 

Oblique ]Uu)niuation, Most of the galleries are lighted by 
high windows instead of from overhead, and the size and ar- 
rangement of both windows and skylights throughout the 
building are the fruit of observation and experiment directed 
to securing ample and w’ell-directed illumination in all parts of 
every room. 

These four provisions aim l<» obviate recognized hindrances 
to tile fullest ertVet of iiuis(*iim collections upon the visitor. 
The separation of departments pre\ents confusion and distrac- 
tion of thought; intermediate resting places forestall fatigue 
of body and mind; opportunities for instnudion render the 
exhibits comprehensible; well designed light openings make 
them visible. The plans permit of meeting a fifth hindrance 
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Bird's Eye View of the Completed Museum 
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to the vital influence of imiseiims — that of their sameness of 
attraction — by providing opportunities for tlie alternation of 
exhibits on the two floors, and tor occasions having to do 
with the collections — conferences, meetings, social gather- 
ings, ev(‘n plays or concerts — m the halls and gardens of the 
building. 

The Museum in its second home promises the city a new 
agency of spiritual well Ixnng; not dedicated to discipline of 
mind or direction of conscumce, like a school or a church, but,* 
like the shrine of the Muses wlience it takes its name, sacred 
to the nurture of the imagination. 
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CHRONOLOGY 

ThK MlSH JI l.NtOHPOKAThTl INbkiaeiv 4, 1870 

DEPART.MKNTS 

The IMuseiini ])l;irecl under the gener;d charge and manag;e- 
ment of a Curator (afterward Direetor) January JI, IS76. 

Libriry organized July 17, 1879. 

Print Department established February 1. 1887. 

Department of Classical Antiquities established March I. 
188T. 

Japanese Dc|iartment established March l.i. 189(1. The title 
changed to "■ Department of Chiiiescaiid Ja]ianese Art" April 
^8. 19(«. 

The name of the School of Drawing and Painting ( maintained 
since January J. 1877, in the Mnseinn building) changed to 
"School of the Miisenin of Fine .-\rts" October 17. 1901. 

Keepcrshiji of Paintings instituted .\ugnst 1. 19()J. 

Department of Egyptian Art created Setitember l.>. 1901. 

Honorarx Ciiratorship of Western .\rt (except paintings and 
textiles) created .April 11, 1910. 

Ciiratorship of Painting created May 11, 1911. 

LAND AND RCILDINGS 

I,and on Copley S(|iiare given by the Cit.v May 16, 1870. 

West wing upon Copley Square opened to the public July 
3, 1876. 

Completed front on Copley Square opened July 1, 1879. 

Southern corridor and connecting wings opened March 18, 
189(1. 

Land on the Fenwax’ purchased Deeember. 1899. 

Land and buildings on Copley Sipiarc sold .April 11, 1901. 

Ground broken for the Nexv Rnildiiig .April 11, 1907. 

New Budding opened November 10, 1909. 

Robi'rt Daxxson F.van.s Galleries for Paintings opened 
February 3, 191."). 
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Location o/ the Museum Buildings 


T. O. Mctualt Company, Hostoti, L’. S. A. 



ADMISSION T() THE MUSEUM 
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THE MUSEUM FREE TO ALL 
January Ifi, 1^^1S 

In pursuance of a rec^nnmendation by the President of the 
Museum presented at the annual meetinji;, January 17, 191S, 
the Trustees voted that admission to the Museum shouhl !.<• 
free to the public until furtlier notice. The vote ended a prac- 
tice followed since the Museum was opened in 1S76. The gift 
to the Museum by the City of the site of the first bu’hiing on 
('opiey Square — theonlygift from a public source ever received 

by the Museum during its whole history was conditioned 

upon free opening during at least four days ea(‘h month. In 
compliance with this condition, t!ie Museum has been open free 
on Saturdays from the beginning, and since 1ST7, when the build- 
ing was opened free on Sundays also, the coiulition lias been 
doubly met. The five other weekday^. c\ce}>tiiig wlicn jiublic 
holidays, from the first remained days of pai»l admission. The 
sum received from entrance fees on these day^^ continued to be 
a source of revenue too considerable to neglect. It has at length 
been dispensed with altogether in the confident expectation that 
the private gifts on which the Museum exclusively depends will 
eventually, and perhaps at once, more than make good the losses. 

The step is one of far reaching significance. In abolishing 
admission fees the Museum announces once for all that, although 
W'holly supported by private gifts, ils illtenL^ and purjKi.se^ are 
those of a public institution. 
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The exhibition gaileries of the Print Oepartnient and the 
gallery of Water Colors are on the entrance djKir on either side 
the vestibule of the F^vans building. The rest of the entrance 
floor is occupied by seeondnr}' collections and offices. 

Not all the contents of the Museum can be shown at 
once. Each department possesses a larger or smaller 
reserve collection which may be drawn upon for alter- 
native ex hibition in the main galleries. Persons especially 
intereste d are welcome in the department offict-s for 
conference with the officers and study of objects not 
shown at ^the time. 

On the opposite plan tlic offices an* nulicaltai as follows: 


Adrainistration .... A M’estcrn Art . . WA 

Secretary of the Museum. S I-!gyptian .\rt . E 

Prints Pr Textile Study Tx 

Classical Art Cl I’aintmgs Pa 

Chinese and Japanese Art, Superintcuiiieid of the 

C&J Ibnidiiig . SB 

Catalogue.s and Photographs . CP 


Office hours. 1 1 to and, <*xcej)t on Saturdays, 3 to 15 

P. M. The Library, the Textile Study, and the offices of tlie 
Department of Prints and the Superintendent of the Building 
are open during Museum hours. 

Apply at the office of the Administration for Docent 
appointments. 

The Lecture Hall is on the entrance floor, and is entered 
from the Crypt beyond the main stairway. 

The Forecourt Kiwmi at tlie Huntington Avenue entrance. 

■upied from time to 
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